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The career of prolific Armenian pianist and composer Alexander Arutiunian 
[Alek’sandr Harut’unyan] spanned the Soviet age in Armenia (1920–1991), and his 
Trumpet Concerto (1950) achieved worldwide recognition and acclaim. Despite the 
importance of this work to trumpeters internationally, the information and context 
necessary for performers and scholars to understand Arutiunian’s Concerto and other works 
has not been previously available in English. Prior to this study, the composer’s biography, 
compositional style, and works have not been the subject of any significant published 
research by English-language scholars. 
This dissertation demonstrates that Arutiunian’s early compositional style was 
nurtured and influenced by the antecedents of Armenian folk music and early Armenian 
nationalist composers. To establish the nature of these influences, this discussion begins by 
exploring Armenian peasant song and professional folk-singer (ashugh) traditions, and 
traces the development of early Armenian nationalist composers including Komitas, 
Romanos Melik’yan, Aleksandr Spendiaryan, Sargis Barkhudaryan, and Aram 
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Khachaturian. During his early schooling in the 1930s, Arutiunian studied both Armenian 
folk music and the music of these Armenian nationalist composers and developed a style 
which incorporated, emulated, and expanded on those precedents. During the 1940s, 
Arutiunian’s advanced training in Yerevan and Moscow led to a broadening of scope and 
internationalization of his style. He drew new influence from the distinct motives of 
Khachaturian, the Neo-Classical and modernist influence of Prokofiev, and the 
contrapuntal approach of Genrikh Litinsky. Following the Stalinist denunciations of 1948 
(Zhdanov decree or Zhdanovshchina), Arutiunian’s Big Soviet style emerged, and is so-
called because it blended his early style with the grand, dramatic, and Romantic tradition of 
Tchaikovsky and Rimsky-Korsakov. His first composition in this vein, Cantata About the 
Motherland (1948), was considerably more conservative than his other works but it so 
successfully fit the political requirements of Socialist Realism that it earned him the Soviet 
Union’s highest artistic honor, the Stalin Prize. In the wake of this achievement, 
Arutiunian’s Big Soviet style rapidly developed, producing major successes in his Festive 
Overture (1949) and Trumpet Concerto (1950). 
This study is based primarily on the examination of rare Soviet-era scores and 
recordings and the new translation of Russian- and Armenian-language primary and 
secondary sources, including Arutiunian’s own Memoirs (2000). The resulting descriptive 
and contextual analysis establishes the nature of Arutiunian’s compositional output up to 
1950 and the influences that Armenian and Soviet antecedents had upon his music. It lays 
the foundation of background, context, and connections for performers and scholars to 
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understand the idioms and stylistic conventions found in Arutiunian’s early works, 
culminating with a detailed examination of his Trumpet Concerto (1950).  
 
x 
TABLE OF CONTENTS 
ACKNOWLEDGEMENTS ....................................................................................... IV 
ABSTRACT ............................................................................................................... VII 
TABLE OF CONTENTS ............................................................................................. X 
LIST OF FIGURES ................................................................................................ XIII 
LIST OF MUSICAL EXAMPLES ........................................................................... XV 
CONVENTIONS AND TRANSLITERATIONS .................................................... XXI 
Armenian Transliteration (Eastern, Reformed) ................................................... xxv 
Russian Transliteration (Reformed) ................................................................... xxvi 
INTRODUCTION ......................................................................................................... 1 
Methodology .......................................................................................................... 3 
Available Literature in English ............................................................................... 6 
Available Literature in Foreign Languages ............................................................ 17 
Outline of this Study ............................................................................................. 23 
CHAPTER ONE: ARMENIAN MUSIC BEFORE 1930........................................... 27 
The Armenian Context ......................................................................................... 27 
I. Traditional Armenian Music .................................................................................. 30 
Peasant Song ........................................................................................................ 31 
Gusan and Ashugh Music ...................................................................................... 36 
Church Music ....................................................................................................... 42 
Transmission ........................................................................................................ 44 
Armenian Modal Theory ...................................................................................... 45 
II. Armenian Nationalist School ................................................................................ 54 
In the Shadow of the Kuchka ................................................................................ 58 
The First Armenian Composers ............................................................................ 67 
Komitas ................................................................................................................ 76 
Ṛomanos Melik’yan .............................................................................................. 86 
Alexander Spendiaryan ......................................................................................... 90 
Sargis Barkhudaryan ........................................................................................... 103 
Aram Khachaturian ............................................................................................ 109 





CHAPTER TWO: EARLY LIFE, INFLUENCES, AND STYLE........................... 115 
I. Youth and Education, 1920–1941 ........................................................................ 115 
Family and Early Life ......................................................................................... 115 
Yerevan Blossoming ........................................................................................... 119 
First Studies ....................................................................................................... 123 
Socialist Realism and the Armenian Kuchka ....................................................... 127 
Preparatory Program at the Yerevan State Conservatory ..................................... 133 
Yerevan State Conservatory ................................................................................ 136 
II. Early Compositional Style ................................................................................... 138 
Overview and Stylistic Features .......................................................................... 139 
Direct Quotations ............................................................................................... 142 
Armenian Dance (1935) ...................................................................................... 145 
Pastoral (1936) ................................................................................................... 154 
Theme and Variations (1937) .............................................................................. 157 
Three Preludes (1938) ......................................................................................... 158 
Impromptu (1941) ............................................................................................... 164 
Summary ............................................................................................................ 166 
CHAPTER THREE: ADVANCED STUDIES AND EXPANSION OF STYLE .... 168 
I. War Years in Yerevan (1941–1945) ..................................................................... 169 
Konstantin Sarajev ............................................................................................. 170 
Konstantin Igumnov ........................................................................................... 173 
Prelude-Poem (1943) .......................................................................................... 175 
K’ushnaryan and Other Achievements................................................................. 181 
II. Advanced Training in Moscow (1946–1947) ....................................................... 186 
Armenian House of Culture ................................................................................ 187 
Genrikh Litinsky ................................................................................................ 191 
Polyphonic Sonata (1946) ................................................................................... 196 
1947 and the Influence of Prokofiev ................................................................... 206 
Development of a Cosmopolitan Style ................................................................ 216 
CHAPTER FOUR: ESTABLISHMENT OF ARUTIUNIAN’S BIG SOVIET STYLE
 .................................................................................................................................... 218 
I. 1948 Resolution, Cantata, and Stalin Prize ........................................................... 220 
Zhdanovshchina (1948) ...................................................................................... 221 
Stalin Prize System, Climate of 1948, and Birth of the Cantata ........................... 223 
Cantata About the Motherland (1948) .................................................................. 231 





II. Growth of the Big Soviet Style in Festive Overture (1949) ................................... 251 
III. Trumpet Concerto (1950) ................................................................................... 264 
Creation ............................................................................................................. 265 
Armenian Stylistic Features ................................................................................ 269 
Khachaturian Motives ......................................................................................... 276 
Romanticism, Counterpoint, and Neo-Classicism ................................................ 280 
Form .................................................................................................................. 283 
Recordings, Publications, International Reception ............................................... 302 
CHAPTER FIVE: BEYOND THE TRUMPET CONCERTO ................................ 308 
Early Works and Formation of the Big Soviet Style ............................................ 308 
Big Soviet Period After 1950 .............................................................................. 313 
After the Big Soviet Style ................................................................................... 316 
Avenues for Further Research ............................................................................ 320 
Reassessment ..................................................................................................... 324 
APPENDIX A: GLOSSARY OF PEOPLE.............................................................. 326 
APPENDIX B: DISCOGRAPHY OF ALEXANDER ARUTIUNIAN ................... 332 
BIBLIOGRAPHY ..................................................................................................... 347 
Publications ........................................................................................................ 347 
Musical Scores ................................................................................................... 355 
Interviews by the author ..................................................................................... 358 




LIST OF FIGURES 
Figure 1.1: Natural’nyĭ i iskusstvennyĭ lady [Natural and Artificial Modes] in Rimsky-
Korsakov’s Garmonii .............................................................................................. 64 
Figure 1.2: K’ristap’or Kara-Murza................................................................................. 68 
Figure 1.3: Etchmiadzin Cathedral (c. 1870)……………………………………………. 71 
Figure 1.4: Makar Yekmalyan (St. Petersburg, undated)………………………………... 72 
Figure 1.5: Komitas (Cairo, 1911).................................................................................. 77 
Figure 1.6: Ṛomanos Melik’yan...................................................................................... 86 
Figure 1.7: Alexander Spendiaryan (1907) ..................................................................... 91 
Figure 1.8: Scene from Almast ....................................................................................... 92 
Figure 1.9: Sargis Barkhudaryan .................................................................................. 103 
Figure 2.1: Arutiunian family portrait (1937) ............................................................... 117 
Figure 2.2: Grandparents Alexander and Varsenik Gevorgyan ...................................... 118 
Figure 2.3: Yerevan’s Ghant’ar [market square] district (1923) ..................................... 122 
Figure 2.4: Olga Babasyan (center) with her students (1941) ........................................ 125 
Figure 2.5: The ‘Armenian Kuchka’ in the studio of Martiros Saryan (1981) ................. 132 
Figure 2.6: Yerevan State Conservatory composition faculty with their students (1934) 135 
Figure 2.7: Vardges Talyan (second from left) with his composition class (1940) ......... 136 
Figure 2.8: Known early works of Alexander Arutiunian (1934–1941) ......................... 142 
Figure 2.9: Tonal and formal plan of Armenian Dance ................................................. 153 
Figure 3.1: Arutiunian (center) with the song-and-dance ensemble (1946) .................... 170 
Figure 3.2: Arutiunian with Sarajev (1942) .................................................................. 172 
Figure 3.3: Sarajev with Yerevan students, including Arutiunian and Babajanyan (1943)
 ............................................................................................................................ 174 
Figure 3.4: K’ristap’or K’ushnaryan .............................................................................. 181 
Figure 3.5: Armenian House of Culture in Moscow (1940s) ......................................... 188 
Figure 3.6: Armenian composers relaxing in their House of Culture quarters ................ 189 
Figure 3.7: Khachaturian meeting with students at the House of Culture (1946) ........... 190 
 
xiv 
Figure 3.8: Genrikh Litinsky ........................................................................................ 191 
Figure 3.9: Litinsky with students at the Armenian House of Culture (1947) ................ 194 
Figure 3.10: Komitas Quartet ....................................................................................... 207 
Figure 3.11: Arutiunian with Golovanov (1947) ........................................................... 216 
Figure 4.1: Stalin Prize medal ...................................................................................... 224 
Figure 4.2: Arutiunian and others at the First All-Union Congress (1948) ..................... 228 
Figure 4.3: English translations of Sarmen’s Tsntsut’yan yerg and Gayamov’s Zazdravnaya
 ............................................................................................................................ 230 
Figure 4.4: Zara Dolukhanova ...................................................................................... 241 
Figure 4.5: Arutiunian at the premiere of Cantata About the Motherland (1948) ........... 246 
Figure 4.6: Table of developmental episodes in Arutiunian’s Festive Overture ............... 261 
Figure 4.7: Tsolak Vardazaryan.................................................................................... 267 
Figure 4.8: Haykaz Mesiayan ....................................................................................... 268 
Figure 4.9: Ashugh pattern in the opening of the Trumpet Concerto .............................. 271 
Figure 4.10: Table of main theme phrase structure in Arutiunian’s Trumpet Concerto.... 287 
Figure 4.11: Table of second theme key centers in Arutiunian’s Trumpet Concerto ........ 295 
Figure 4.12: Table of sonata and arch forms in Arutiunian’s Trumpet Concerto ............. 301 
Figure 4.13: Program of U.S. premiere of the Trumpet Concerto .................................. 304 




LIST OF MUSICAL EXAMPLES 
Example 1.1: Short-long rhythmic motives ..................................................................... 33 
Example 1.2: Ploughing song Yel, yel [Rise, rise] ............................................................ 33 
Example 1.3: Dancing song Tvek, Tvek [Dance and let dust rise up] ................................ 34 
Example 1.4: Dancing song Postan em [I planted a melonfield] ....................................... 34 
Example 1.5: Epic narrative song Surb Karapet [Saint Karapet] ...................................... 35 
Example 1.6: Lyrical song Partk’ov kove [For debt I sold my ox] ..................................... 36 
Example 1.7: Tagh Havun, Havun [Bird, Bird] ............................................................... 38 
Example 1.8: Ashugh recitative Dun en glkhen [You are Wise] by Sayat’-Nova ............... 40 
Example 1.9: Ashugh Dance melody K’amancha by Sayat’-Nova .................................... 41 
Example 1.10: Sharakan K’ez K’ristosi [Christ be with you] .............................................. 42 
Example 1.11: Four examples of Armenian links ........................................................... 47 
Example 1.12: Garun a, dzin a arel [It is spring, but snow has fallen] .............................. 48 
Example 1.13: Two-link mode example ......................................................................... 49 
Example 1.14: Sirel em sirekanes yar [I loved my beloved] .............................................. 50 
Example 1.15: Two-link mode example ......................................................................... 50 
Example 1.16: Chinar es [You are a planetree]................................................................ 51 
Example 1.17: Two-link mode example ......................................................................... 51 
Example 1.18: Sharakan Yekyalks [We are gathered] ...................................................... 52 
Example 1.19: Three-link mode example ....................................................................... 52 
Example 1.20: Gusan epic Mokats mirza [The Prince of Mok] ........................................ 53 
Example 1.21: Balakirev’s Georgian Song, example of harmonic major, m. 25 ............... 65 
Example 1.22: Balakirev’s Georgian Song, example of ♯4 in minor, mm. 6–8 ................. 65 
Example 1.23: Kara-Murza’s Zim vezi vznots kitam [I am wearing a necklace] ................. 70 
Example 1.24: Yekmalyan’s Hov arek’ [Come breeze] (reduction) ................................... 74 
Example 1.25: Yekmalyan’s Surb Astvats [Holy God] from Surb Patarag [Holy Liturgy].. 75 
Example 1.26: Komitas’s Baghi pat [Pumpkin wall] (reduction) ...................................... 82 
 
xvi 
Example 1.27: Komitas’s Surb Astvats [Holy God] from Surb Patarag [Holy Liturgy] ...... 82 
Example 1.28: Opening of Komitas’s Antuni [Homeless] for voice and piano .................. 84 
Example 1.29: Melik’yan’s Oror [Lullaby] from Zmrukhti [Emerald Songs], mm. 1–18 ... 89 
Example 1.30: Spendiaryan’s “Evening: Persian’s Prayer,” from Almast mm. 17–31 ....... 94 
Example 1.31: Spendiaryan’s Yerevan Sketches, I. Enzeli, mm. 5–12 ............................... 98 
Example 1.32: Spendiaryan’s Yerevan Sketches, I. Enzeli, mm. 78–87 (reduction) ........... 99 
Example 1.33: Spendiaryan’s Yerevan Sketches, II. Hijaz, mm. 7–15 ............................. 100 
Example 1.34: Spendiaryan’s Yerevan Sketches, II. Hijaz, mm. 55–64 ........................... 101 
Example 1.35: Barkhudaryan’s Dun en glkhen, mm. 17–25 ........................................... 107 
Example 1.36: Barkhudaryan’s Naz-Par for piano, mm. 1–4......................................... 108 
Example 2.1: Komitas’s Alagyaz, mm. 4–6 ................................................................... 144 
Example 2.2: Armenian Dance, Prelude, mm. 1–8 ........................................................ 147 
Example 2.3: Armenian Dance, Modal basis of the introduction ................................... 147 
Example 2.4: Armenian Dance, main theme, mm. 9–16................................................ 149 
Example 2.5: Armenian Dance, modal basis of the main theme .................................... 149 
Example 2.6: Armenian Dance, extension to main theme, mm. 17–20 .......................... 151 
Example 2.7: Armenian Dance, transition, beginning of development, mm. 27–32........ 151 
Example 2.8: Armenian Dance, ‘dominant’ prolongation, mm. 61–77 (reduction) ......... 152 
Example 2.9: Armenian Dance, ending, mm. 93–96 ..................................................... 153 
Example 2.10: Pastoral, folk-like A theme, mm. 5–12 ................................................. 155 
Example 2.11: Pastoral, bass ostinato, mm. 1–2 ........................................................... 156 
Example 2.12: Pastoral, B theme, mm. 21–25 .............................................................. 157 
Example 2.13: Theme and Variations, theme, mm. 1–4  .............................................. 157 
Example 2.14: Three Preludes, No. 1, mm. 1–5 ............................................................ 159 
Example 2.15: Three Preludes, No. 2, mm. 1–4 ............................................................ 160 
Example 2.16: Khachaturian’s Poem, mm. 14–25 ......................................................... 161 
Example 2.17: Three Preludes, No. 3, mm. 1–6 ............................................................ 162 
 
xvii 
Example 2.18: Armenian motives from Antuni, K’ele k’ele, and Shogher jan .................. 163 
Example 2.19: Impromptu, opening call, mm. 1–8 ........................................................ 164 
Example 2.20: Impromptu, B theme, mm. 59–74 .......................................................... 165 
Example 2.21: Impromptu, ostinato accompaniment to B theme, mm. 57–74  .............. 165 
Example 2.22: Impromptu, Ashugh-style interjection, mm. 91–99 ................................ 166 
Example 3.1: Prelude-Poem, main theme, mm. 1–6 ...................................................... 176 
Example 3.2: Prelude-Poem, mm. 27–31 (harmonic reduction) ..................................... 177 
Example 3.3: Prelude-Poem, second motive, mm. 37–39 .............................................. 177 
Example 3.4: Khachaturian’s Piano Concerto, final statement ....................................... 178 
Example 3.5: Prelude-Poem, developmental treatment of the main theme, mm. 59–60 . 179 
Example 3.6: Prelude-Poem main theme embellished with second motive, mm. 70–72 . 180 
Example 3.7: Arutiunian and Babjanyan’s Stalin, mm. 1-9 ............................................ 183 
Example 3.8: We will not be defeated, introduction, mm. 1-4 ........................................ 184 
Example 3.9: We will not be defeated, first Arutiunian Cadence, mm. 17–20 ................ 185 
Example 3.10: Polyphonic Sonata, I. Invenzia [Invention], introduction motive ............. 197 
Example 3.11: Polyphonic Sonata, I. Invenzia, introduction, mm. 1–9........................... 198 
Example 3.12: Polyphonic Sonata, I. Invenzia, main theme, mm. 16–19 ....................... 198 
Example 3.13: Polyphonic Sonata, I. Invenzia, culmination-reprise, mm. 58–61. ........... 199 
Example 3.14: Polyphonic Sonata, II. Choral, primary motive ...................................... 200 
Example 3.15: Polyphonic Sonata, II. Choral, mm. 1–3 ................................................ 201 
Example 3.16: Polyphonic Sonata, II. Choral, culmination, m. 20 ................................. 202 
Example 3.17: Polyphonic Sonata, II. Choral, Arutiunian Cadence, mm. 28–29 ............ 203 
Example 3.18: Polyphonic Sonata, subjects from III. Fuga, mm. 1–6 and 54–59 ........... 204 
Example 3.19: Polyphonic Sonata, comparison of principal themes .............................. 205 
Example 3.20: Dance, main theme, mm. 7–12.............................................................. 208 
Example 3.21: Dance, Armenian-style B theme, mm. 43–57 ........................................ 209 
Example 3.22: Humoresque, mm. 1-4 ........................................................................... 213 
 
xviii 
Example 3.23: Humoresque, mm. 17–19 ...................................................................... 214 
Example 4.1: Cantata About the Motherland, I. Song of Joy, mm. 1–9 .......................... 232 
Example 4.2: Cantata, I, A theme, mm. 15–20 ............................................................. 233 
Example 4.3: Cantata, I., B theme, mm. 55–58 ............................................................ 234 
Example 4.4: Cantata, I., transition from B back to A, mm. 65–70 ............................... 234 
Example 4.5: Cantata, II., fanfare and clarinet rhapsody, mm. 1–5 ............................... 235 
Example 4.6: Cantata, II., main theme duet, mm. 10–18 .............................................. 236 
Example 4.7: Cantata, II., B section, mm. 25–28 .......................................................... 237 
Example 4.8: Cantata, II., augmented trichord motive, mm. 40–43 ............................... 238 
Example 4.9: Cantata, III., intro and first phrase, mm. 1–8 ........................................... 239 
Example 4.10: Cantata, III., fugal B theme, mm. 65–72 ............................................... 240 
Example 4.11: Cantata, IV. Lullaby, mm. 5–12 ............................................................ 242 
Example 4.12: Cantata, IV. Lullaby, minor Arutiunian Cadence, mm. 13–19 ............... 242 
Example 4.13: Cantata, IV., B melody, mm. 39–42 ...................................................... 243 
Example 4.14: Cantata, V., duet, mm. 65–72 ............................................................... 244 
Example 4.15: Cantata, V., apotheosis ending, mm. 124–131 ....................................... 245 
Example 4.16: Festive Overture, introduction, mm. 1–9 ................................................ 255 
Example 4.17: Khachaturian’s Piano Concerto, main theme, mm. 11–14....................... 257 
Example 4.18: Khachaturian’s Violin Concerto, mm. 10–17 .......................................... 257 
Example 4.19: Festive Overture, ascending trichord motive ........................................... 258 
Example 4.20: Festive Overture, main theme, mm. 11–15 ............................................. 259 
Example 4.21: Festive Overture, second theme, mm. 43–56 .......................................... 260 
Example 4.22: Festive Overture, dance episode example, mm. 114–125 ........................ 262 
Example 4.23: Festive Overture, apotheosis second theme, mm. 245–-255 .................... 263 
Example 4.24: Festive Overture, final statement, mm. 277–282..................................... 264 
Example 4.25: Sayat’-Nova’s Dun en glkhen [You are Wise], an ashugh recitative .......... 270 
Example 4.26: Trumpet Concerto, Armenian modal basis of the introduction ................ 272 
 
xix 
Example 4.27: Trumpet Concerto, lyrical episode, phrases 1–2, mm. 235–242 .............. 272 
Example 4.28: Trumpet Concerto, Armenian modal basis of the lyrical episode............. 273 
Example 4.29: Trumpet Concerto, lyrical episode, phrases 3–4, mm. 243–248 .............. 273 
Example 4.30: Trumpet Concerto, two lyrical cadences on G♯, mm. 259–260, 274–275 274 
Example 4.31: Trumpet Concerto, two instances of Arutiunian Cadence, mm. 47–49 .... 275 
Example 4.32: Trumpet Concerto, example of the augmented trichord, mm. 107–108 ... 276 
Example 4.33: Trumpet Concerto, ascending dactylic trichord motive ........................... 277 
Example 4.34: Trumpet Concerto, two variations on the dactylic ascending trichord ...... 278 
Example 4.35: Trumpet Concerto, opening statement and motives A and B, mm. 2–3.... 278 
Example 4.36: Trumpet Concerto, motives C and D, mm. 33–34, 37 ............................. 279 
Example 4.37: Khachaturian’s Cello Concerto, second theme, mm. 147–153 ................. 279 
Example 4.38: Trumpet Concerto, lyrical episode, phrases 1–2, mm. 235–242 .............. 279 
Example 4.39: Trumpet Concerto, mm. 2–5 .................................................................. 281 
Example 4.40: Trumpet Concerto, mm. 13–16 .............................................................. 282 
Example 4.41: Trumpet Concerto, two examples of Arutiunian Cadence, mm. 47–49 .... 282 
Example 4.42: Trumpet Concerto, transition to main theme, mm. 26–32 ....................... 285 
Example 4.43: Trumpet Concerto, main theme and motives B and C, mm. 33–37 .......... 286 
Example 4.44: Trumpet Concerto, no-cadence ending of main theme, mm. 61–70......... 288 
Example 4.45: Trumpet Concerto, second theme, first statement, mm. 80–83 ................ 290 
Example 4.46: Trumpet Concerto, half cadence, mm. 86–87 ......................................... 290 
Example 4.47: Trumpet Concerto, second theme, second phrase, mm. 88–91 ................ 292 
Example 4.48: Trumpet Concerto, pivot to A major, mm. 94–95 ................................... 293 
Example 4.49: Trumpet Concerto, second theme in harmonic major, mm. 96–99 .......... 294 
Example 4.50: Trumpet Concerto, lyrical episode, mm. 235–238 .................................. 296 
Example 4.51: Trumpet Concerto, lyrical episode turnaround, mm. 238–239 ................. 297 
Example 4.52: Trumpet Concerto, turn to c minor, mm. 358–361.................................. 298 
Example 4.53: Trumpet Concerto, cadenza and concluding cadence, mm. 367–371 ....... 299 
 
xx 




CONVENTIONS AND TRANSLITERATIONS 
Throughout this dissertation, musical pitches are described in text using American 
Standard Pitch Notation, which includes a letter name for pitch class and a number 
representing the octave (e.g. C4 for middle C). In analytic sections, notes are frequently 
referred to by their scale degree function within the tonal context of the music, indicated by 
a circumflex accent over a number (e.g. 1# indicating “scale degree one”). Altered scale 
degrees are notated with the flat symbol (♭) for lowered degrees and sharp symbol (♯) for 
raised (e.g. ♭6# for “lowered sixth scale degree”). Notated musical examples are always 
given in concert pitch and frequently in reduced, simplified, or short-score format to 
facilitate clarity and analysis. 
Within the arc of the nineteenth and twentieth centuries, many town and city names 
in Russia, the Soviet Union, and Transcaucasia changed names, sometimes more than once. 
I refer to cities and places with the present-day name of that location (e.g. Tbilisi, not 
Tiflis), with alternate names in brackets when necessary for clarity. The one exception is 
Leningrad [St. Petersburg], whose central role in Soviet events (e.g. the Siege of Leningrad) 
makes it disconcerting not to use the contemporary name in certain contexts (e.g. 
“evacuated from St. Petersburg during the Siege of Leningrad” creates unnecessary 
confusion). 
Soviet Armenians published material in both Russian and Armenian, and the 
transliteration issues are complex. In Soviet Armenia (1920–1991) both Russian and 
Armenian were official languages (each using their respective alphabet) and many Soviet-
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era musical scores are printed bilingually. Since 1991, the Republic of Armenia uses 
Armenian exclusively in official documents and publications. Whenever possible, I give the 
Armenian titles of musical works with Russian and English translations the first time, and 
thereafter refer to it by the English translation of its title (e.g. “Haykakan par [Armyanskiĭ 
tanets, Armenian Dance]” the first time and later simply “Armenian Dance”). 
The Armenian language is also split into Eastern and Western dialects. For 
centuries, the Armenian homeland was split between different empires and aspects of the 
language, including pronunciation and grammar, diverged over time. Since transliteration is 
based on pronunciation, the same Armenian name or word is spelled differently in English 
if it is transliterated as Eastern Armenian or Western Armenian. For instance, the common 
Armenian name Տիգրան is spoken/written Tigran when read as Eastern Armenian (e.g. in 
Yerevan or Tbilisi) and Dikran if Western Armenian (e.g. in Beirut or Istanbul). I have 
employed Eastern Armenian transliterations throughout this dissertation except when citing 
published material. 
Locating source material for foreign-language works requires some linguistic 
acumen. Western electronic library catalogs and databases transliterate titles and names 
differently based on the document’s original language and the library’s chosen 
transliteration schema. Russian and Armenian databases (e.g. the Russian State Library or 
National Library of Armenia) are generally indexed in the original script. User-generated 
content within internet search engines and databases is only fully available when searching 
both in transliteration and original characters. In this document I transliterate based on the 
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American Library Association’s Library of Congress modern Eastern Armenian and 
Russian Cyrillic Romanization tables, with modest modifications: excess diacritical marks 
have been omitted for clarity and readability, but enough have been retained to indicate the 
original spelling. The complete transliteration scheme for both scripts is given below. 
 Transliteration of Armenian surnames deserves additional clarification, since a 
question I hear frequently is “What is the correct way spell Arutiunian’s name?” Armenian 
surnames generally end -յան (-yan). Russian renditions of Armenian surnames always end 
with –ян, but different transliteration tables most frequently render я as either -ia or -ya, 
leading to a disparity depending on whether the name was rendered from Russian or 
Armenian original. The Russian language also lacks some common sounds, including an 
English-style H (Armenian Հ). In some cases, G is substituted for the H sound in foreign 
names, e.g. the composers Gandel and Gayden. For others the H is omitted entirely. Losing 
the H from Հարությունտան [Harut’yunyan] gives the Russian Арутюнян [Arutiunian], 
which explains why Arutiunian’s name is sometimes given with an H and sometimes 
without. To further complicate matters, transliteration into each of the languages that share 
the Roman/Latin alphabet results in a unique spelling according to the phonetics of the 
language, e.g. German Arutyunyan, French Aroutiounian, or Spanish Arutjunjan. Because 
the dominant Russian language transliteration in the publication of twentieth-century 
Armenian works, much of the existing scholarship uses -ian spellings. Armenians today, 
using the Armenian as their primary language, generally transliterate surnames into English 
with –yan. I have given precedence transliterating names from the original Armenian and 
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have also employed the transliteration ya for the Russian letter я and yu for ю to create 
consistency between the two languages.  
Finally, I have honored familiar spellings of names with a well-established spelling 
in the West such as Prokofiev, Khachaturian, and Tchaikovsky, rather than transliterating 
literally (Prokof’yev, Khachatryan, and Chaĭkovskiĭ). I also consistently employ the spelling 
Alexander Arutiunian, which is the one he used in international publications during his 
lifetime and is advocated for by his family. For names with multiple spellings in the 
published literature, I enumerate common variants the first time a name is mentioned, e.g. 
Spendiaryan [Spendiarov]. Lastly, Appendix A gives a glossary of the people that appear in 
this dissertation, along with the Armenian, Russian, and English spellings of their names. 
All translations and transliterations within this document are my own unless 
otherwise noted. For consistency and clarity, transliterations within quotations of other 






























a ([a] as in father) 
b 
g ([g] as in game) 
d 
e (open /ɛ/ as in dress); 
initial ye (/jɛ/ as in yet) 
z 
ē (closed [e] as in pen) 
ě (schwa [ə], as in away) 
t' (aspirated t as in time) 
zh ([ʒ] as in treasure) 
i ([i] as in see) 
l 
kh (light guttural [x], as in 
Bach) 
ts (unaspirated [ts]) 
k 
h 
dz ([dz] as in leads) 
gh (deep guttural [ʁ], 
French gargled r) 
ch (unaspirated [tʃ] as in rich) 
m 
y ([j] as in yes) 



























sh ([ʃ] as in shell) 
o ([o] as in hotel); 
initial vo ([vo] as in vortex) 
ch’ (aspirated [tʃh] as in 
church) 
p (unaspirated [p] as in spin) 
j ([dʒ] as in jet) 




r ([r] flipped r) 
ts’ (aspirated [tsh], as in nuts) 
u ([u] as in moon), except 
when followed by a vowel, 
then v 
p’ (aspirated [ph] as in port) 
k' (aspirated [kh], as in khan) 
ō ([o] as in goat),  
initial vo as in vortex 
f 
ev ([ev] as in ever,  
initial yev ([jev]) 
 
























a ([a] as in father) 
b 
v 
g ([g] as in game) 
d 
e ([je], as in yes) 
ë ([jo], as in yolk) 
zh (as in pleasure) 
z 
i (as in me) 





o (as in more) 
p 



















r (rolled r) 
s 
t 
u (as in boot) 
f 
kh (as in Bach) 
ts (as in sits) 
ch (as in chip) 
sh (short ‘sh’ sharp) 
shch (long ‘sh’ as in 
sheer) 
” (hard sign) 
y (as in roses or hit) 
’ (soft sign) 
ė (as in met) 
yu (as in university) 
ya (as in yard) 
 









Alexander Arutiunian was a prominent and successful Armenian composer whose 
career spanned the rise and fall of the Soviet Union. His Concerto for Trumpet (1950) 
achieved unambiguous international success and rapidly became the “most important 
twentieth-century concerto for the instrument.”1 Far from his only significant achievement, 
Arutiunian’s rich and varied output was popular in Armenia and throughout the Soviet 
Union during his lifetime, and he is remembered as in important Armenian national cultural 
figure.2 Despite these accomplishments, the intense logistical divide between Soviet and 
western spheres during the Cold War and the preoccupation by Western scholars with 
Shostakovich, Prokofiev, and Khachaturian (to the exclusion of other composers), have led 
to a paucity of information about his life and lack of access to his music in the West.  
As a young musician, Arutiunian’s Trumpet Concerto was the first concerto I ever 
performed. Like many others, I fell in love with both the piece and Timofei Dokshizer’s 
famous recording, together they made a deep and lasting impression. Returning to the piece 
for a doctoral recital, I was surprised that my research revealed a lack of information 
available about one of the most significant and well-loved trumpet works in the repertoire. I 
                                               
1 Stephen Craig Garrett, “A Comprehensive Performance Project in Trumpet Repertoire: A Discussion 
of the Twentieth-Century Concertos for Trumpet and Orchestra: An Investigative Study of Concertos 
by Alexander Arutiunian, Henri Tomasi, Charles Chaynes, and Andre Jolivet; And a Bibliography of 
Concertos for Trumpet and Orchestra Written and Published from 1904 to 1983" (D.M.A. diss., 
University of Southern Mississippi, 1984), 281–289. 
2 “Al. Harut’yunyanin nvirvats hamerg khachatryanakan p’arratoni shjanakum [Concert dedicated to 
Alexander Arutiunian within the framework of the Khachaturian Festival],” Aṛavot (Yerevan), 26 




found no substantive information about the composer, his other music, or the context of the 
Concerto available in English. Nearly every reference consisted of some version of the 
following vague generalization:  
[Arutiunian’s] music is approachable and reveals strong Armenian folk music 
influences […] Arutunian’s [sic] Trumpet Concerto has become a favorite in the 
trumpet repertoire due to its unique folk-influence, lyrical cantabile sections 
and virtuosic passages.3 
I made this issue the subject of a doctoral lecture-recital, but my deeper and more thorough 
study generated more questions than answers. My review of English-language articles, 
dissertations, and non-scholarly web resources resulted in only scraps of information. There 
were no journal articles, dissertations, or monographs about Arutiunian that could serve as 
the basis for an informed and detailed interpretation of his works. After a thorough search 
of the English-language literature, fundamental questions were still unanswered: What was 
the nature of Alexander Arutiunian’s life, career, and music? What are the major features 
of his style? What are the Armenian folk elements in Arutiunian’s compositions? From 
what models did he develop his style? What was his influence on other generations of 
Armenian composers? Mostly I found partial answers, conflicting information, or 
conjecture. That these questions have not been explored by international scholars is a 
serious limitation for trumpet performers interested in better understanding one of our 
favorite pieces. 
                                               
3 Aaron Moore, “Scholarly Program Notes” (Master of Music research paper, Southern Illinois 




Like Alice heading down the rabbit hole, I embarked on a quest to decode the 
secrets of Arutiunian’s popular Concerto. I widened my net to research all of Arutiunian’s 
teachers, contemporaries, and predecessors, all of whom are similarly devoid of scholarship 
in English (with the exception of Khachaturian). It quickly became apparent that at every 
step, the primary materials necessary to understand Arutiunian’s work were not readily 
available in English. I therefore expanded my search to include translating sources in 
Russian and Armenian. I undertook a research trip to Yerevan that included meetings with 
Armenian musicologists, composers, and the composer’s daughter, Narine Arutiunian. This 
additional material enabled me to develop a deeper understanding of the Armenian context, 
history, and scholarly resources beyond the scope of the English-speaking world. 
Methodology 
The material of this dissertation is largely based on the direct examination and 
analysis of the scores and recordings of Alexander Arutiunian’s work and those of his 
musical contemporaries and predecessors. As a Soviet Armenian composer, nearly all of 
his output went out of print with the demise of the Soviet state publishers in 1991. A few 
scores have been republished by Western companies, mostly Editions BIM, and are easily 
available. Most of the major Soviet publications are available to scholars through the Inter-
Library Loan system. A number of published works not available in the U.S. are held at the 
Russian State Library in Moscow or the National Library of Russia, both of which have 




of Arutiunian’s teachers and forefathers in the Armenian school of composition is not so 
fortunate: neither Russian nor American libraries have anything resembling the complete 
works of the Armenian nationalists that predate Arutiunian.4 Thankfully this is changing, 
and a major advance to this project came when in 2017 the Armenian National Academy of 
Sciences scanned and uploaded Soviet-era complete works editions of the key figures 
Komitas and Alexander Spendiaryan to the Petrucci Music Library.5 
Analysis of scores has been guided by Jan LaRue’s Guidelines for Style Analysis and 
his Sound-Harmony-Melody-Rhythm-Growth rubric (affectionally known by its acronym 
“SHMRG”) since this provides a methodology for both analysis and comparison. My 
discussions about music utilize a range of analytical approaches, including form analysis, 
foreground and background Roman numeral harmonic analysis, and the method of 
analyzing Armenian folksongs’ modal construction employed by Armenian composer and 
theorist K’ristap’or K’ushnaryan. These various techniques have been employed with 
flexibility as the situation dictates. I have learned much about Arutiunian’s music over the 
past several years because I have been able to perform transcriptions of Arutiunian’s pieces, 
either personally or with my students in the Madison Street Brass ensemble. 
Given the lack of resources in English, providing historical contextualizing to those 
analyses relies on new translations of Russian- and Armenian-language monographs, 
journal articles, and dissertations, which are enumerated in the review of foreign language 
                                               
4 Far greater holdings are available at the National Library of Armenian in Yerevan, but it is not 
accessible through Interlibrary Loan and does not have a services desk willing to send scans. 




literature below. This has been possible with the help of grant funding and a network of 
efficient and very helpful translators. Further translation has been made possible in recent 
years through the combination of optical character recognition software and recent 
advances in neural machine translation software, the quality of which is substantially better 
than previously available tools. 
The contextual understanding needed for this project was greatly helped by a grant 
from the National Association of Armenian Studies and Research (NAASR), which 
supported a research trip to Yerevan in October 2015, where I met with musicologists, 
composers, and theorists who knew Arutiunian. These included musicologist Tsovinar 
Movsisyan, composer Vache Sharafyan, composer Tigran Mansurian, and theorist and 
composer Mikhail Kokzhaev. I observed performances of the Yerevan Opera, the 
Armenian Philharmonic Orchestra, and Arutiunian’s 95th jubilee concert with the 
Symphony Youth Orchestra of Armenia. I also observed the workings of the Yerevan State 
Conservatory and met with and interviewed Arutiunian’s daughter, Narine. In addition to 
these observations, I was able to obtain access to further scores held only at the National 
Library of Armenia and recordings at the Yerevan State Conservatory’s recording library. 
In a June 2016 research trip to greater Los Angeles I was able to meet with and interview 




Available Literature in English 
As Arutiunian was born the same year that the Soviet government came to power in 
Yerevan and started his career in earnest after World War II, access to and details about his 
life and music have only been available to Western performers and scholars through the 
distortions and restrictions imposed by Soviet censorship the Cold War. This dynamic is a 
defining cause of the rudimentary state of research about Arutiunian’s music and his 
context as a Soviet Armenian composer. The well-known Soviet ideological program 
imposed on artists, musicians, and writers (which is discussed in depth in Chapter Two and 
Chapter Three of this study) extended to art and music critics as well. A vivid description 
of this trend in Soviet musicological writing is given by Joseph Schultz in his recent 
dissertation about Aram Khachaturian: 
It should be remembered that [musicologists] were beset by considerable 
constraints due to the ideological circumstances and censorship under which 
they had to work. This situation further deteriorated in the late Stalinist period. 
In a forthcoming article entitled “‘Foreign’ versus ‘Russian’ in Soviet and Post-
Soviet Musicology and Music Education,” Olga Manulkina records the fallout 
from the official condemnations of Soviet musicologists in 1949, in which great 
restraints were imposed upon musicologists in a similar manner to the 
castigation of composers in 1948.6 Producing analytical studies in the wake of 
this denunciation would have been unthinkable, as the term itself became 
tainted with overtones of formalism. As a result, analyses became essentially 
programme notes; Orlov’s book, for instance, does not contain a single musical 
example.7 As a result, the other major tendency in these works is for them to 
instead attempt to emphasise [sic] the ways in which the symphonies met the 
                                               
6 Olga Manulkina, “’Foreign’ vs. ‘Russian’ in Soviet and Post-Soviet Musicology and Music Education,” 
in Music Since 1917: Reappraisal and Rediscovery, ed. Patrick Zuk and Marina Frolova-Walker,  
(Oxford: Oxford University Press, 2017), 221–243. 
7 Referring to the following survey of Soviet symphonic literature: Genrikh Orlov, Russkiy sovetskiy 




criteria of Socialist Realism, and to situate them primarily in relation to 
Russian musical traditions (to the exclusion of Western practice).8 
David Fanning, in his 1995 chapter on “The Symphony in the Soviet Union,” further 
elucidates the issue: 
However wide of the mark former Western evaluations now appear to be, most 
Soviet musicological and critical commentary from 1936 until about 1962 is 
worthless from the point of view of critical or analytical assessment. Soviet 
critics were forced to take on a special function, mediating not between 
composer and audience as in the West, but between composer and officialdom 
[…] the restrictions on honest value judgment, and above all the compulsory 
humanist-hermeneutic tone and insulation from Western thought, led to a 
catastrophic decline in journalistic and scholarly standards […].9 
Lastly, Patrick Zuk’s appraisal of the field in his recent article “Soviet Music Studies 
Outside Russia: Glasnost’ and After” accurately highlights the shortcomings which are 
evident in nearly all of the sources on which this present study relies: 
Appraisals of the careers and creative achievements of Soviet composers […] 
were enveloped in a fog of obfuscation partially generated by the composers 
themselves. The extent to which their public pronouncements about their own 
work or on general cultural and artistic issues could be taken at face value was 
often doubtful; and their private attitudes to the circumstances in which they 
found themselves were frequently impossible to ascertain (and in many cases 
will probably remain so). Important primary source[s] (such as musicians’ 
letters) were published in a highly selective or heavily redacted fashion—if they 
managed to get past the censor in the first place […]. And even if editorial 
interference had ben minimal, the contents tended to be disappointingly 
anodyne: like most Soviet citizens, composers were generally circumspect in 
expressing their private views on sensitive matters, and especially on paper. 
Biographies of prominent Soviet musicians and memoirs by their 
contemporaries mostly presented a carefully composed formal portrait that 
offered little insight into the private person behind the public persona. 
Discussion of anything that might present the subjects themselves or their 
                                               
8 Joseph Schultz, The symphonic and concertante works of Aram Il’ich Khachaturian: a contextual and 
analytical study, Ph.D. diss. (Durham University, 2017), 6–7. 
9 David Fanning, “The Symphony in the Soviet Union,” in A Guide to the Symphony, ed. Robert 




environment in a less than flattering light was studiously avoided […]. Soviet 
composers, it seemed, were models of conscientiousness and industry, toiling 
devotedly in the service of socialist construction; they subscribed whole-
heartedly to the values of the society in which they lived, were largely exempt 
from ordinary human failings, seldom experienced difficulties or conflicts and 
mostly basked in a warm glow of universal appreciation that stimulated the 
fullest possible realization of their artistic potential. Needless to say, such 
accounts gloss over or omit as much as they reveal.10 
Like many aspects of Soviet life, this environment did not simply disappear after the 
active censorship and pressure of the Soviet Union ceased to exist. The seventy years of 
Soviet rule created generations of composers and musicologists trained in this style of 
thinking and writing. These musicologists’ writings, even today, continues to gravitate 
toward the same non-analytical tendencies and characteristics. This is an unavoidable issue 
when studying Alexander Arutiunian and Soviet Armenian music because essentially all of 
the scholars and writers with direct access primary sources and detailed accounts of about 
Armenian music and musicians have been Soviet scholars or scholars trained in the Soviet 
system. This problem also extends to the pre-Soviet Armenian nationalist composers who 
were Arutiunian’s teachers and inspirations as he trained at the Yerevan Conservatory in the 
1930s. The only substantial examinations of the works of Sargis Barkhudaryan, Vardges 
Talyan, K’ristap’or K’ushnaryan, Ṛomanos Melik’yan, Alexander Spendiaryan, and others 
are emerged from the system of Soviet musicology. 
Compromised as Soviet writings may be, Western researchers and performers 
without the linguistic access to Soviet-sphere scholarship have even fewer resources. 
                                               
10 Patrick Zuk, “Soviet Music Studies Outside Russia: Glastnost’ and After,” in Russian Music Since 




Outside of Russian-language sources, there has been, until recently, an almost complete 
void of facts, details, and even basic information about most topics in Armenian and Soviet-
Armenian music. There are virtually no comprehensive or detailed resources about the 
composers, history, or development of Armenian national musical style beyond cursory 
encyclopedic resources. This is thankfully beginning to change, and many of the better 
English-language resources in the field have been published in recent years. 
Of Arutiunian himself, the 550-word entry in Grove Music Online by Yerevan State 
Conservatory musicologist Svetlana Sarkisyan published in 2001 is probably the most 
expansive scholarly resource about Arutiunian himself.11 Perhaps the second most useful is 
Sarkisyan’s program notes to a 1997 album of Arutiunian’s Simfonietta, Concerto for Violin, 
and Concertino for Piano.12 In both sources, Sarkisyan describes Arutiunian’s music in 
terms of “vitalist trends in Soviet art of the postwar period.”13 The concept of ‘vitalist 
trends’ is not described in such terms elsewhere in the English-language literature, which 
renders a central point of the Grove article unintelligible. The program notes have the 
advantage of sufficient length and enough meaningful examples that the reader develops at 
least a surface understanding of the concept.14 
                                               
11 Grove Music Online, s.v. “Arutiunian, Aleksandr,” by Svetlana Sarkisyan (2001), 
https://doi.org/10.1093/gmo/9781561592630.article.12490. 
12 Svetlana Sarkisyan, “Program notes” in Ilya Grubert, Moscow Chamber Orchestra, and Constantine 
Orbelian, Arutiunian: Violin Concerto, Concertino for Piano, Simfonietta, Chandos CHAN 9566, 
1997, compact disc, https://www.chandos.net/chanimages/Booklets/CH9566.pdf.  
13 Grove Music Online, s.v. “Arutiunian, Aleksandr.” 
14 For a critical assessment of the trend Sarkisyan is describing, see the description of beskonfliktnost’ in 
Levon Hakobian, Music of the Soviet Era, 1917–1991, Second Edition (New York: Routledge, 2017), 




Among other Armenian composers, specifically those that were influential on 
Arutiunian’s development, the situation is much the same. Sarkisyan authored a large 
number of similarly brief Grove articles for other Armenian composers, such as Makar 
Yekmalyan, Alexander Spendiaryan, Nikoghayos Tigranyan, Armen Tigranyan, Robert 
At’ayan, Arno Babajanyan, Ēdvard Mirzoyan, and Ghazaros Saryan. Several key figures in 
Arutiunian’s life, such as Vardges Talyan and K’ristap’or K’ushnaryan, do not even have 
entries in Grove. Grove is not alone in its cursory and incomplete treatment of the Soviet 
Armenian school. There is a pervasive effect where the headline figures of Soviet music—
Dmitri Shostakovich, Sergei Prokofiev, and Aram Khachaturian—have attracted the 
majority of time and energy in this field to the exclusion of nearly every other composer.15 
Numerous are the volumes, general histories, or close studies of Soviet Music where the 
names of Arutiunian, Babajanyan, Spendiaryan, and other major players within the Soviet 
Armenian musical life are not mentioned.16 Even in Khachaturian’s position as the ‘token 
Armenian,’ the available scholarship on Khachaturian’s life, work, and influence in English 
has been, until recently, quite slim. The two biographies of Khachaturian in English, 
authored by Grigory Shneerson and Viktor Yuzefovich, are both translations of Soviet-era 
works suffering from the tendentious distortions and absence of honest evaluation common 
                                               
15 Soviet Music and Society Under Lenin and Stalin, ed. Neil Edmunds (New York: RoutledgeCurzon, 
2009), 2. 
16 Including: Richard Taruskin’s extensive output in the field; Boris Schwartz, Music and Musical Life in 
Soviet Russia, 1917–1970 (Bloomington: Indiana University Press, 1983); Viktor Yuzefovich, Aram 




to the field.17 Joseph Schultz’s 2017 dissertation “The symphonic and concertante works of 
Aram Il’ich Khachaturian” is by far the most substantial Western-authored volume about 
any subject pertaining to Soviet Armenian music and is the first substantial, critical Western 
reappraisal devoted to Khachaturian’s life and legacy since the fall of the Soviet Union.18 
Although his examination of Khachaturian within the development of Western music is 
thorough, Schultz does not attempt a critical examination of Khachaturian’s relationship to 
Armenian folk music idioms and relies primarily on the superficial secondary sources 
already available in English. 
After Khachaturian, the most discussed Armenian musician is Komitas. Komitas is 
revered by Armenians as the grandfather of modern Armenian music, and is the subject of 
a recent monograph by Rita Kuyumjian, Archeology of Madness: Komitas, Portrait of an 
Armenian Icon, as well as two credible American dissertations from the 60s and 70s. 
Kuyumjian’s field and focus is on the psychology of Komitas’ career-ending psychological 
collapse and she does not subject Komitas to any particularly critical or discerning musical 
analysis; however, the basic facts and details of the composer’s life are well-researched from 
both primary and secondary sources and useful to musicians trying to understand the field. 
Noted wind band conductor Harry Begian also provides a detailed account and 
interpretation of Komitas’ life in his 1964 dissertation on Komitas, “Gomidas Vartabed: His 
                                               
17 Grigory Shneerson, Aram Khachaturyan, trans. Xenia Danko (Moscow: Foreign Languages 
Publishing House, 1959). 




Life and Importance to Armenian Music.”19 Armenian-American Violet Vagramian’s 1973 
dissertation is less detailed than Begian’s account, but offers more descriptive analysis of 
Komitas’ compositional choral style.20  
After Khachaturian and Komitas, the field of research into Armenian composers 
quickly dissipates. About Alexander Spendiaryan, a pioneer of Armenian music and one of 
Arutiunian’s direct inspirations, there are only a handful of copies in Western libraries of a 
rare 1971 translation of A. A. Spendiaryan (1938) by Soviet musicologist Alexander 
Shahverdyan.21 While Shahverdyan’s text provides substantially more factual information 
than available anywhere else or for other composers, it is plagued by the thick haze of 
vague and superlative statements and evidence-less assertations common to Soviet 
musicology. A brief example is illustrative: 
When Spendiaryan became Rimsky-Korsakov’s pupil and began his 
enthusiastic creative work, the new ‘Russian School’ was in a state of crisis. 
[…] It is worth looking through the card index of the Belayev publication and 
noting the interminable ‘opuses’ of Amani, Kopilov, and Alpheraki. One then 
realizes how great the danger was that musicians and composers, sprung from 
the ‘New Russian School’ and bereft of creative fire were increasing at an 
alarming rate. These were composers whose works, although technically sound, 
were not created out of any high public ideals, but merely vehicles for 
formalistic experimentation.  
However, this wave of formalism and low aesthetic standards did not affect 
Spendiaryan. Among his contemporaries in Petersburg he was one of the very 
                                               
19 Harry Begian, “Gomidas Vartabed: His Life and Importance to Armenian Music” (D.Ed. diss., 
University of Michigan, 1964). Begian was a long-serving conductor at the University of Illinois, and 
commissioned Alfred Reed to write his well-known Armenian Dances based on folk tunes collected 
by Komitas. 
20 Violet Vagramian, “Representative Secular Choral Works of Gomidas: An Analytical Study and 
Evaluation of his Musical Style” (Ph.D. diss., University of Miami, 1973). 
21 Alexander Shahverdyan, A. A. Spendiaryan, ed. Ṛobert At’ayan, trans. Sona Seferyan and Dewi 




few who produced works of real artistic value. The reason for this situation is 
not only the fact that Spendiaryan had great talent, but also that he had feelings 
of profound respect toward the music of Oriental peoples.22 
The general field of Armenian music, both folk and Soviet-professional, fares a 
little better than specific composers of the Soviet Armenian school. Jonathan McCollum 
and Andy Nercessian’s Armenian Music: A Comprehensive Bibliography and Discography 
contains almost entirely foreign-language references about both areas.23 Both Grove Music 
Online and the Garland Encyclopedia of World Music have entries on ‘Armenian music’ 
with accounts that cover the breadth of the topic, but their superficial nature significantly 
limits the value they offer.24 These accounts of the development of the Armenian 
nationalist school of composition and its growth into the Soviet Armenian school are the 
only scholarly examinations of the subject in English. 
Affairs are considerably better for Armenian folk music. Komitas’ seminal articles 
and essays about Armenian folk music from the start of the twentieth century have been 
translated into English and continue to be a key resource for understanding Armenian folk 
music. Although Vrej Nersessian oversaw the republication of many of Komitas’s writings 
in Komitas: Armenian Sacred and Folk Music,25 only the writings in Armenian were 
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translated to English; the remainder were left in original German or French. More helpful is 
Vatsche Barsoumian’s smartly edited 2001 translation of Komitas’s complete writings into 
English in Komitas: Essays and Articles,26 which includes both published articles and a 
number of lecture transcripts and manuscript fragments.  
Two exemplary and key works of Soviet Armenian scholarship about Armenian 
music have also been made available in English in recent years. The 2016 translation of 
K’ristap’or K’ushnaryan’s classic 1958 Vosposy istorii i terorii armyanskoĭ monodicheskoĭ 
musyki as Armenian Monodic Music: History and Theory has been indispensable to this 
study.27 This substantial examination of Armenian music (written by one of Arutiunian’s 
mentors) is the exception to the rule of ‘Soviet musicology.’ K’ushnaryan’s work is an 
extremely thorough and detailed account based on meticulous examination of primary 
sources. The writing is dense, contains an occasional hint of the tendentious slant of Soviet 
ideology, and there are occasionally poorly-translated musical terms; however, these do not 
tarnish the substantial contributions of this well-reasoned, example-filled, and deeply 
elucidating volume. Another important landmark in the field Ṛobert At’ayan’s 1959 
dissertation work Haykakan khazayin notagrut’yuně, translated in 1999 by Vrej Nersessian 
as The Armenian Neume System of Notation.28 At’ayan was a classmate of Arutiunian, and 
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K’ushnaryan was his dissertation supervisor. His style is similar to K’ushnaryan’s in its 
refreshingly high-quality research and insights. While the focus is on the rather specialized 
area of Armenian historical khaz notation, it also includes a general history of Armenian 
music and descriptions of its characteristics. Also included are two of At’ayan’s lectures on 
Armenian folk music that are perhaps the most accessible introductions to the topic 
available in the English language.  
One more area which has been critical to understanding of Arutiunian’s life and 
music is the relationship between Soviet politics and music. Research in this area has been 
quite strong in recent years. A comprehensive and very detailed resource is Levon 
Hakobian’s Music of the Soviet Era, 1917–1991, available in an updated 2017 edition.29 
Hakobian’s work highlights the specific contours of Soviet musical life through anecdotes 
about and descriptions of the music of lesser-known composers of the Soviet sphere. 
Although Hakobian is based at the Moscow Conservatory his account of Soviet music is a 
critical and insightful look at the subject. In fact, Hakobian’s description of the multilayered 
psychology of existence within the Soviet system offers an insider’s perspective on a subject 
where Western commentary has too often fallen into the reductionist duality of 
‘collaborators’ and ‘dissidents’, as if each composer must fit neatly into mutually exclusive 
caricatures. Another detailed and incisive resource is Meri Herrala’s The Struggle for 
Control of Soviet Music from 1932 to 1948. Herrala’s thorough accounts based on extensive 
archival research shed light on the inner workings of the Soviet cultural system and the 
                                               




bureaucratic power struggles behind the headline events in the Stalinist cultural control 
system.30  
Marina Frolova-Walker is one of the most significant authors of recent years in the 
field of Soviet music. Trained at the Moscow Conservatory now teaching at the University 
of Cambridge in Oxford, Frolova-Walker trenchantly dissects the many layers of nationalist 
mythology in Russian and Soviet music. Among her numerous and valuable contributions, 
the article “‘National in Form, Socialist in Content’: Musical Nation-Building in the Soviet 
Republics” stands out for directly addressing the nature and details of Soviet cultural 
development projects in the peripheral countries of the Soviet Union.31 This article was 
reshaped into the final chapter of her similarly insightful 2007 monograph Russian Music 
and Nationalism: From Glinka to Stalin.32 Frolova-Walker is one of the very few Western 
scholars to examine the politics of the relationship between the Soviet ‘center’ of Moscow–
St. Petersburg and the ‘periphery’ of the outlying republics, including Armenia. Her more 
recent Stalin’s Music Prize: Soviet Culture and Politics is based on extensive and meticulous 
examination of newly opened Soviet archives and offers substantial insight into the messy 
process of implementing the hazy ideological goals of Socialist Realism through the Stalin 
Prize system in the 1940s.33 
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Available Literature in Foreign Languages 
Nearly every topic in this field is the subject of substantially more publications in 
Russian and Armenian languages than in English. There are six books specifically on the 
topic of the life and music of Alexander Arutiunian; unfortunately, most of them emerge 
from the tendentious tradition of Soviet musicology identified earlier. Foremost on this list 
is Arutiunian’s own Vospominaniya [Memoirs] (hereafter referred simply as Memoirs).34 
Compiled and ghostwritten by Armen Budaghyan, it was published in 2000 in both Russian 
and Armenian editions. This work was written when Arutiunian was well into his 
retirement years, and contains a series of recollections from throughout his career. It blends 
factual information with favorite stories about his experiences. As in all his other public 
statements, Arutiunian is reticent on the subject of his musical intent or process or any sort 
of self-analysis. A companion to the Memoirs is a 2014 photo album entitled Alexander 
Arutiunian: What the photos tell, compiled and edited by Arutiunian’s daughter Narine and 
published trilingually in Armenian, Russian, and English.35 Although not a scholarly 
volume, it is an insightful photographic record of the composer’s life, performances, 
collaborations, and travels. The factual annotations of the photos do not introduce anything 
beyond the information available in the earlier Memoirs. 
The best secondary scholarship about Arutiunian is the work by pianist and 
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Armenian State Pedagogical University professor Vyacheslav Yedigaryan. His scholarly 
2011 monograph Fortyepiannoe tvorchestvo Aleksandra Arutyunyana [Piano Art of 
Alexander Arutiunian] examines the development of Arutiunian’s style through his output 
for piano, with an additional chapter discussing the pedagogy involved in teaching and 
performing these works.36 Yedigaryan’s analyses are detailed, insightful, and clear (even in 
translation). Less helpful is Yerevan State Conservatory composer Mikhail Kokzhaev’s two 
works about Arutiunian. His first work is published in two editions, first as the broader 
2006 monograph Aleksandr Arutyunyan: Osobennosti kompozitorskogo stylya [Alexander 
Arutiunian: Features of the Composer’s Style] which aspires to study all of the composer’s 
output and second as the more focused 2007 dissertation Instrumental’nye kontserty 
Aleksandra Arutyunyana [Instrumental Concerti of Alexander Arutiunian].37 Kokzhaev’s 
second work is his 2012 monograph Polifoniya v muzyke Aleksandra Arutyunyana 
[Polyphony in the Music of Alexander Arutiunian].38 In each of his texts, Kokzhaev’s basic 
procedure is the same: a surface-level aesthetic-descriptive style in the tradition of Soviet 
musicology which frequently falls short of the level of critical analysis expected of Western 
academic scholarship. Kokzhaev himself describes the limits of his approach in the 
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conclusion of Polyphony: 
[In] analytical segments we were examining not the proper technique or its 
technical characteristics, but its relationship with the achieved artistic result. 
That is, each contrapuntal technique that enters our field of view is examined 
inseparably from the artistic image that is embodied in it. And that means that 
in the context of the musical composition each technique of counterpoint is 
unique and requires a separate evaluation, like an artistic phenomenon. In other 
words, each of the examined works doesn’t require classification and 
unifications with others, even formally similar ones.39 
In the pursuit of ‘artistic images’, Kokzhaev’s analyses miss the opportunity to make 
connections across works or to other devices or trends in contemporary composers or 
Armenian music. These descriptive narratives fit more within Schultz’s characterization of 
Soviet musicology as program notes rather than fulfilling Western notions of critical 
analysis, connecting compositional details with suggested aesthetic effect. The moments 
where Kokzhaev offers insightful or clarifying descriptions about form, motive, or 
compositional effect are unfortunately diluted by his tendency to invent programmatic 
analogies to convey his perception of the musical affect. Two brief examples illustrate these 
qualities: 
The first movement of Alexander Arutiunian’s brass quintet – “Morning song” 
is a picture of the flush of dawn, the awakening of humanity and nature, the 
symbol of the day’s beginning. […] Armenia is a country of mountains where 
the songs always echo. That’s how the piece starts: a short, colorful, motivic 
splash and a long note fading in time and space at the first trumpet echoes at 
the second. The ‘echo’ effect is made simply and precisely: the second trumpet 
playing the same micro motive with the held note sustained for nearly one 
measure less.40 
and 
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[In the beginning of the Trumpet Concerto] it is very apparent that this is an 
unusual introduction to the single-movement form. In a way, it is a small 
‘overture,’ in which trumpet’s theme is like the herald’s call at the fair, and the 
curtains are lifted, and a distinctive original melody in which, beyond the 
sparkles and brightness of the phrase, has unique recitative tendencies and 
gives the impression of the preamble of the composer. 
This feeling is confirmed by the cheers of the French horns, and, as we would 
soon find, those cheers would play a leitmotif-like role in highlighting the 
soloist’s part in the Concerto. The purpose of the Horns is not only to fill in the 
gaps in between the soloist’s entrances (or phrases) but also to echo with 
fanfare, as if inviting the listener in.41 
Even when the imagery is apropos, it does not represent the thoughts or ideas of the 
composer, and in general Kokzhaev’s analyses do not create a deeper understanding of the 
trends, patterns, or connections beyond the moment being examined.  
Arutiunian is also the subject of a pair of 1962 biographies, the Russian-language 
Aleksandr Arutyunyan by Isabella Eolyan and the Armenian-language Alek’sandr 
Harut’yunyan by Sergei Koptev.42 Both were written the same year Arutiunian was honored 
as People’s Artist of Armenia and contain useful basic information. Koptev’s account offers 
more biographical and historical detail whereas Eolyan’s focuses on describing Arutiunian’s 
works. Both are written in Soviet musicological style, emphasizing the party line and 
triumphantly celebrating Arutiunian’s achievements. A brief example from Eolyan’s 
description of Arutiunian’s Cantata about the Motherland illustrates the style: 
Harutyunyan’s “Cantata about the Motherland” – an inspired work, deep in 
thought and exceptionally complete. It is warmed by the patriotic feelings so 
deeply experienced by every Soviet person in the harsh years of the Great 
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Patriotic War. […] The composer was able to describe his homeland, and her 
people with true warmth and sincerity. Bright, youthful perception of life, 
purity of national style, lively temperament, clarity and perfection of form are 
the indisputable merits of this music. It combines expressiveness with 
simplicity and accessibility with genuine skill, richness of thought, with concise 
presentation. 
Despite the ideological nature of Koptev and Eolyan’s biographies, the factual dates, 
works lists, and characterization of unpublished pieces have been valuable to the present 
work. About certain topics, these two monographs provide substantially more detail than 
Arutiunian’s Memoirs, written 40 years later. A close reading of all three sources 
(Arutiunian’s Memoirs, Koptev, and Eolyan) does reveal a number of inconsistencies of 
exact dates and minor facts. Whenever possible these inconsistencies have been cross-
checked and corroborated to provide the most reliable an account as possible. 
Arutiunian is also the subject of a regular stream of articles in Soviet music 
journals, especially Sovetskaya muzyka and its post-Soviet successor, Muzykal’naya 
akademiya. Articles examined by this author include a review of Arutiunian’s Symphony by 
Sergei Koptev, a review of the premiere of Arutiunian’s opera Sayat-Nova by Grigory 
Tigranov, and general about-the-composer articles by R. Stepanyan, Margarita Rukhyan, 
and Araksiya Sar’yan.43 Of these, the more general articles by Stepanyan, Rukhyan, and 
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Sar’yan tend to give a brief overview of the composer’s life, achievements, and offer praise 
devoid of critical assessment. The more focused articles by Koptev and Tigranov, while still 
slanted, provide useful basic pieces of information about rather specific subjects. Given the 
absence of full-text searchable index of Soviet periodicals, these sources have been found 
by following references in secondary sources. It is quite likely that additional articles of 
similar quality and depth exist in the long history of Sovetskaya muzyka. 
Soviet Armenian musicologists produced a healthy corpus of studies about the other 
major figures of Armenian music, both as single-composer monographs such as 
Shahverdyan’s A. A. Spendiaryan, as well as more general histories of the development of 
Armenian music. For this project, M. Magakyan’s Sarkis Barkhudaryan and R. 
Mazmanyan’s Nikogaĭos Tigranyan were consulted in translation but constraints of scope, 
resources, and physical availability prevented inclusion of additional works of this type 
(especially monographs on Vardges Talyan and Ṛomanos Melik’yan).44  
Of more general histories of the development of Armenian music, this project 
draws upon several resources, although resources and scope have excluded careful 
translation of every chapter of each. Aleksandr Shahverdyan’s Ocherki po istorii armyanskoĭ 
muzyki XIX-XX vekov (dosovetskiĭ period) [Essays on the History of Armenian Music in the 
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19th–20th Centuries (Pre-Soviet Period)] is thoroughly steeped in Marxist-Leninist 
musicological norms of the late 1950s and must be read skeptically, although he provides 
some of the most complete factual information about composers of the early Armenian 
school.45 Notably, the volume contains a generous appendix with scores which is of 
invaluable assistance for composers like Tchouhadjian, Kara-Murza, Yekmalyan, N. 
Tigranyan, and Barkhudaryan (whose works are quite difficult to obtain scores for in the 
West). Karine Avdalyan’s “Natsional’nyĭ styl’ v armyanskoĭ muzykal’noĭ kul’ture XX 
veka [National Style in Armenian Musical Culture of the 20th Century]” and Svetlana 
Sarkisyan’s Armenskaya muzyka v kontekste XX veka [Armenian Music in the Context of the 
20th Century] both suffer from a the standard Soviet musicological tendency to spend most 
of their energy constructing elaborate philosophical models of cultural development and 
make grandiose assertations about the universal influence of this or that music or composer 
without any particular clarifying detail or evidence to support their claims.46 
Outline of this Study 
The goal of this dissertation is to explore and examine the details and nature of the 
early life and career of Alexander Arutiunian, including his student works and early 
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compositions through his Trumpet Concerto of 1950. Readers who are inexperienced with 
Armenian music—like the author at the outset of this project—will be unfamiliar with 
many, if not all the characters and musical influences upon Arutiunian’s development and 
style. Therefore Chapter One is an in-depth exploration of Armenian music and Armenian 
nationalist composers which establishes the frame and foundations necessary to 
contextualize and analyze the life and music of Arutiunian. The history, genres, and 
characteristics of Armenian folk music are examined as a starting point for clarifying the 
nature and influence of Armenian music on Arutiunian’s compositions. The legacy of the 
St. Petersburg-based Russian nationalist school is explored as their techniques and rhetoric 
are the basis of much of the development of the Armenian school. The lives and musical 
achievements of the early Armenian nationalist composers are briefly surveyed to clarify 
the nature of their contributions to the development of the Armenian school and influence 
on Arutiunian. Specifically addressed are the earliest Armenian composers, the patriarch of 
Armenian music Komitas, the ‘bridge generation’ who constructed the Soviet musical 
system, and the towering figure of Aram Khachaturian. 
Chapter Two examines the events of Arutiunian’s life from his birth in 1920 up 
until his graduation from the Yerevan State Conservatory in 1941. These events, 
achievements, and influences are contextualized with available information about the 
contemporary political, social, and economic situation in the nascent Armenian Soviet 
Socialist Republic, as well as the rapidly changing cultural landscape in Yerevan, and the 




Arutiunian’s published works from this period are examined in comparison to the 
antecedents examined in Chapter One to understand the nature of the composer’s juvenile 
style and to demonstrate the influence of the pre-Soviet Armenian nationalist school. 
Chapter Three examines the rapid expansion of Arutiunian’s style during the 1940s, 
which is marked by dramatic new influences on the maturing composer. During World War 
II (1941–1945) Arutiunian continued his studies with Yerevan conductor Konstantin 
Sarajev and wartime evacuees Konstantin Igumnov and K’ristopor K’ushnaryan. Later in 
the decade (1946–1948), Arutiunian studied in Moscow through a special program at the 
Armenian House of Culture. Unable to study with the busy Khachaturian, his teachers were 
faculty of the Moscow Conservatory, most prominently Genrikh Litinsky. During his time 
in Moscow, Arutiunian came into close contact with the music of Khachaturian and 
Shostakovich and consciously emulated the style of Prokofiev.47 Arutiunian’s published 
works are analyzed to understand the nature of his changing style and to illuminate the 
growing influence of neo-Romantic, Neo-Baroque and Neo-Classical elements on 
Arutiunian’s compositional vocabulary. 
Chapter Four examines the creation and features of Arutiunian’s first major style 
period. Musicologist Levon Hakobian describes the music associated with the doctrine of 
Socialist Realism and the impulse to create a monumental Soviet art the “Big Soviet style,” 
a term I will use to describe Arutiunian’s output during the 1950s.48 Arutiunian’s Big 
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Soviet style emerged in 1948 in the cultural-political upheaval following the Zhdanov 
Decree in 1948 which censured leading composers and narrowed the boundaries of 
acceptable Soviet music during the late-Stalin era. Arutiunian’s skillful response in the form 
of his Cantata about the Motherland (1948) earned him the Stalin Prize. Far from 
surrendering his identity and becoming a bland apparatchik, his ensuing works blend the 
compositional devices that defined his pre-1948 works with the accessible and grandiose 
aesthetics pioneered in his Cantata. This development is examined in his Festive Overture 
(1949). This chapter culminates in a detailed analysis of the creation and features of 
Arutiunian’s Trumpet Concerto (1950), which continues trends seen in previous Big Soviet 
works, albeit with a more highly Romantic harmonic and aesthetic affect. 
Chapter Five is a summative contextualization of the analyses of previous chapters 
with categorical observations about the nature of his post-1950 output and a suggested 
periodization of his oeuvre. Insights gleaned from the preceding analyses are channeled into 
suggestions for performers and teachers of Arutiunian’s works, with an emphasis on the 
Trumpet Concerto. Lastly, observations are given about the many avenues for future 






ARMENIAN MUSIC BEFORE 1930 
 
Alexander Arutiunian’s early training as composer was with leaders of the 
Armenian nationalist school, a group of composers that is not well known outside of 
Armenian circles. Their style developed under the influences of the nineteenth-century 
Russian nationalist school and the Armenian peasant and folk-professional musical 
traditions, and Arutiunian’s early works shows the distinct influence of these Armenian 
nationalist composers.  
The Armenian Context 
For non-specialists in Armenian studies, a brief overview of the historical landscape 
contextualizes the nature and development of this compositional school. Armenians have an 
ancient culture which traces its origins to the second or third millennia B.C.E. Recorded 
Armenian history began in the fifth century C.E. and distinctive features of Armenian 
music were already well established by the time of the first written histories. Around the 
same time (c. 301–315 C.E.) the Armenian kingdom converted to Christianity and became 
the first nation to formally adopt the Christian religion.49 Armenians subsequently 
developed a national alphabet and translated the Bible and other important works into the 
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Armenian language.  
Armenian culture generally enjoyed prosperity until Mongol domination of the 
region in the thirteenth century destroyed the power of the Armenian feudal kingdoms and 
scattered the Armenian aristocratic class. During the next seven centuries, Armenians 
endured an extended period under the subsequent domination of Mongol, Persian, 
Ottoman, and Russian empires. As both an ethnic and religious minority, they endured 
political oppression (high taxation, fewer rights, conscription) and cultural dormancy. The 
culture survived during these long dark ages on the strength of the structure of Armenian 
village life, of which an independent Armenian language, church, and folk-music traditions 
were central.50 
Beginning in the mid-nineteenth century, an educated and newly wealthy Armenian 
merchant class in Tbilisi and Istanbul spearheaded a nationalist Armenian cultural and 
political renaissance. By the end of the century, Armenian musicians had studied abroad, 
returned, and undertaken to create a new ‘professional’ Armenian music. The most 
influential members of this school inherited the assumptions and methods of nineteenth-
century Russian nationalist school of Glinka and the St. Petersburg circle known as the 
Moguchaya Kuchka [Mighty Handful]: Nikolai Rimsky-Korsakov, Modest Mussorgsky, 
Mily Balakirev, Alexander Borodin, and César Cui. From the Kuchka they adopted impulse 
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to create a distinctive ‘authentic’ national music by blending European elements with 
elements of national folksong. The melodies and characteristics of Armenian folk music 
served as the basis of their claims of authenticity. Some composers arranged and 
harmonized authentic melodies from a variety of traditional Armenian sources. Others 
emulated the melodic or rhythmic characteristics of monodic folk music in their original 
compositions. As a group they established the precedents and institutions of Armenian 
music for further development in the twentieth century.  
Following the Armenian genocide in 1915 and subsequent Sovietization of Armenia 
in 1920, Armenian nationalist music was supported by the new Armenian government 
focused on promoting and institutionalizing Armenian culture and creating an Armenian 
homeland. Starting in the 1930s, Stalinist cultural policies solidified and promoted the 
continued development of the nationalist vein within Armenian music. Born into this 
system, Arutiunian studied with leaders of the Armenian school including Sargis 
Barkhudaryan and Vardges Talyan and the foundation of Arutiunian’s style is strongly 
influenced by their approaches. 
As Marina Frolova-Walker demonstrates in Russian Nationalism from Glinka to 
Stalin, the supposed ‘Russianness’ of the Kuchka is plagued by issues of honesty and 
integrity at nearly every level.51 Analysis of the music of Glinka, the Kuchka, and their 
successors demonstrates little connection between many of the supposed ‘Russian’ devices 
or features in their music and actual Russian folksong. In order to establish whether 
                                               




Armenian nationalist music is plagued by similar issues, this chapter begins with an 
examination of the characteristics and history of Armenian folksong, an overview of 
pertinent aspects of the Kuchka’s approach, and an exploration of the lives and music of 
Arutiunian’s predecessors. This study establishes the parameters by which to understand the 
development and role of ‘Armenian’ characteristics within Arutiunian’s music. 
I. TRADITIONAL ARMENIAN MUSIC 
Traditional Armenian music consists of three interwoven traditions: peasant songs 
which accompanied daily life in the villages and fields; music of Armenian troubadours 
known as gusans and ashughs; and liturgical music of the Armenian church. Although 
distinct in practice, all three traditions continuously influenced each other. Starting with the 
seminal musicologist and composer Komitas (born Soghomon Soghomonyan, ordained a 
priest of the Armenian church, and commonly referred to only by his ordained mononym), 
Armenian scholars agree that the three branches share a common ‘Armenian’ melodic and 
modal vocabulary.52  
Traditional Armenian music is monodic, which from a Western perspective means 
it lacks significant, intentional harmonic or contrapuntal elements. The essential texture is 
monophonic and the lyrical and modal aspects of the musical tradition are the most highly 
refined. This is in contrast to both the neighboring Georgian culture (whose musical 
tradition is one of the oldest polyphonic singing traditions in the world), and the European 
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development of polyphony in Medieval France from the eleventh century. Certain limited 
polyphonic elements are characteristic in Armenian music, including tonic drone 
accompaniment with prescribed changes at modulation points, rhythmic ostinato, and 
various antiphonal effects between soloist(s) and/or choir(s).53 Although modern readers 
might consider a lack of developed counterpoint or harmony as a sign of primitivism, 
Armenian musicologist Ṛobert At’ayan beautifully articulates the reverent attitude many 
Armenians have for their traditional music: 
There can exist monophonic music which is far more complicated and able to 
express a higher cultural level than many polyphonic styles. Talented Armenian 
[folk-music] composers of old, embracing the limits of the folk music available 
to them, were dedicated to the mastery of melodic creation and were far ahead 
of their time in this respect.54  
Peasant Song 
The first of these genres, the peasant song, is the most ancient. Armenian peasant 
culture was highly musical and peasant songs are associated with all daily agricultural and 
domestic labors, ceremonies and festivals. An extended quotation by the musicologist 
Komitas, based on his extensive fieldwork circa 1890–1910, is richly descriptive of peasant 
song’s central role in village life:  
Each type of village song has a place and a time for learning and singing, as 
they all have their own place within the traditions of the village. 
Peasant songs are created and learned as part of the work day. Ceremonial 
songs are sung only on their particular days. Wedding songs are sung during 
wedding days, at a specific place or time, and every song at its appropriate 
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occasion. Other ritualistic songs, such as pilgrimage songs, are also sung on the 
particular days – fortune-telling songs, for instance, are sung during the Feast 
of Ascension.  
Epic songs and ballads which have a serious content […] are sung during the 
long winter days. In the evenings peasants form groups in their houses and 
listen to these songs. Other ballads are often sung during the freer times of the 
work day, in the evening or in the morning, and usually in the open air. 
[Comical and lyrical] ditties are sung everywhere and anytime. They are sung 
particularly on pilgrimages, during weddings in the house of the bride, during 
the beautiful evenings of village festivities on the village square, on street 
corners, and on the plains and in the orchards. Much like the ditties, antouni 
songs are used freely, though the antouni is sung only when the peasant is an 
expatriate in a foreign land or when he thinks of a family member who is. 
[…] 
Villagers adhere strictly to the prescribed use of the different types of songs. 
Each song must be learned or sung in its proper place and time: They will sing 
work songs during work, and domestic songs while at home, and so forth. No 
villager will sing a threshing song when at home, for the place to sing the 
threshing song is on the threshing floor. Therefore, villagers will most often 
refuse to sing songs that a non-peasant may request, for it is strange to them to 
be asked to sing songs when neither the time nor the place are appropriate. 
Each song is tied to a moment in village life and is related to just that 
moment.55 
While the repertoire of peasant songs covers a wide variety of themes and musical 
traits, some of them are particularly common. Regardless of the genre, Armenian songs are 
always melodious in nature.56 Many peasant songs, especially work and dance songs, are 
brief in length (4-16 measures), and span a limited tessitura (in many instances the interval 
of not more than a fourth or a fifth). Since Armenian peasant songs developed in 
conjunction with the Armenian language, there are characteristic linguistic inflections that 
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are common. For example, the final syllable of each word is usually stressed in spoken 
Armenian; consequently, the rhythmic vocabulary of Armenian peasant songs is rich in 
iambic (short-long) rhythmic motives.57 
Example 1.1: Short-long rhythmic motives 
Peasant songs with the most rhythmic nature are labor and dance songs. Work songs 
have a rhythmic nature according to the activity they accompany; for instance, threshing 
songs have a different rhythmic character than cradle songs. For example, in the ploughing 
song Yel, yel [Rise, rise], the music has a strong rhythmic to encourage the draft animals, 
but is otherwise non-metric: 
Example 1.2: Ploughing song Yel, yel [Rise, rise]58  
 
In contrast, dance songs are generally both rhythmic and periodic in construction, and their 
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melodies are typically based on repetition of a rhythmic motive. Tvek, Tvek [Dance and let 
dust rise up] (Example 1.3) features the common iambic rhythms within compound meter. 
Example 1.3: Dancing song Tvek, Tvek [Dance and let dust rise up]59  
The rhythmic content and meter of dance songs shows great variety. Compound and 
mixed or asymmetrical meters are common.60 This includes meters of five, seven, eleven as 
well as asymmetrical arrangements of eight or nine. An example is the peasant dance 
Postan em [I planted a melonfield]: 
Example 1.4: Dancing song Postan em [I planted a melonfield]61 
Epics, ballads, and other narrative-type songs are less rhythmic. These songs are 
more improvisatory and speech-like, and generally lack a strong periodic structure. Surb 
Karapet [Saint Karapet] is an epic which covers a wider vocal range and exemplifies this 
more flexible, declamatory style: 
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Example 1.5: Epic narrative song Surb Karapet [Saint Karapet]62 
In a third category, lyrical songs, rhythmic and periodic elements are combined in 
proportion to the expression of the song.63 A prominent characteristic of lyrical songs 
appropriated by twentieth-century composers as a hallmark of Armenian melody is the use 
of motives based on thirds and stepwise motion in characteristic patterns.64 A common 
construction involves frequent repetitions of the motive but with shifting metric 
placement.65 An illustrative example is the lyrical lament Partk’ov kove dsakhetsin [For debt 
I sold my ox], where the central motive of a descending third followed by an ascending step 
is repeated in a variety of rhythmic and metric configurations: 
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Example 1.6: Lyrical song Partk’ov kove [For debt I sold my ox]66 
Peasant instrumental music is imitative of the vocal style and includes a variety of 
native instruments. The most iconic Armenian peasant instrument is the Armenian duduk 
[breathy-sounding double-reed], but others include the zurna [nasal/loud double-reed], blul 
or sring [flute], and the dhol [field drum]. Ensembles often consisted of two or three 
performers in which one performs melodically while the other(s) intone a drone.67 
Gusan and Ashugh Music 
The second body of Armenian traditional music was developed by a class of 
professional musicians known as gusans. Gusans held an important role in Armenian 
society, similar to that of the Celtic bard or medieval French troubadours, and the gusan 
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social roles were well established by the time of the first recorded Armenian history in the 
fifth century C.E. 
The gusans either performed individually or appeared in groups. As well as 
singers and instrumentalists, the gusan groups also included men and women 
dancers […] The gusans sang and danced in front of the people and organized 
popular spectacles in which words and theatrical actions were combined with 
music and dancing; they also participated in marriage, burial, and other 
ceremonies […] [Fifth-century Armenian historian] P’avstos Buzand calls the 
tales, historical songs, and songs of joy and grief of the gusans the spiritual 
food of the peasants.  
A different genre appears amongst the gusans serving the […] aristocratic 
families. These include magnifying and praising the monarch and other 
personalities of the military and aristocratic upper class, and all possible kinds 
of war songs, feasting songs, harem songs with corresponding dances. Clearly 
the art of the court gusans had to match the grandeur and luxuriousness of the 
court ritual.68 
Around the tenth century an important new genre known as the tagh [song] 
developed in both gusan and religious repertoires. Taghs grew out of the narrative-style folk 
epics and are characterized by dramatic, meditative, and personal qualities, a heightened 
emotional affect, and greater complexity. Taghs require more virtuosity than other gusan 
songs and epics, as the music is more melismatic, improvisational, embellished, and 
modulates more frequently and freely.69 Havun, Havun [Bird, Bird] is a well-known tenth-
century tagh: 
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Example 1.7: Tagh Havun, Havun [Bird, Bird]70 
After the subjugation of Armenians by the Persian and Ottoman empires and the 
scattering of the Armenian aristocratic class, the gusan tradition and repertoire declined. In 
the seventeenth and eighteenth centuries their role in society was replaced by cosmopolitan 
professional musicians known as ashughs.71 The ashugh tradition was common throughout 
cultures of the Middle East (Turkish, Persian, Georgian, Azeri). The Armenian localization 
of the ashugh tradition adopted the social functions and musical duties of the gusans and 
also brought many new musical devices and stylistic features to Armenian music.72 Ashugh 
music and poetry was quite elaborate and virtuosic. Their songs are candid, expressing 
personal, social, philosophical, and moral themes with striking imagery, composed 
melodies, and artful verse. Ashugh songs are also marked by a heightened emotional 
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quality, frequently in the style of an oration, and are intended to excite and move masses of 
listeners. Ashughs generally employed only stringed instruments of Persian origin, like the 
saz, tar, and k’amancha.  
The height of the ashugh tradition was embodied in the Armenian ashugh Sayat’-
Nova [born Harut’yun Sayadyan but known by his stage name, which means ‘King of Songs’ 
in Persian] (1722–1795). Sayat’-Nova is the most famous of all ashughs and became a 
national symbol for the Armenian bardic tradition. Based in the contemporary center of 
Armenian cultural, Tbilisi, his songs were composed in the Georgian, Armenian, and 
Azerbaijani languages and are renowned as the height of the poetic and musical arts of the 
era.73 As much as any of the Armenian peasant traditions, Sayat’-Nova’s melodies were a 
popular source of inspiration for Armenian nationalist composers. Barkhudaryan, 
Spendiaryan, Khachaturian, and Arutiunian all have settings of his songs. 
Like Armenian peasant music, ashugh repertoire consists of rhythmic dance songs 
and more improvisational, unmetered, recitative-like songs. The latter is more common and 
has a clearly-defined template.74 Ashugh recitatives begin with an emotionally heightened, 
declamatory style, set in the strident upper register of the singer’s voice (often the seventh 
or octave above the tonic). As the exposition develops, the register and emotional intensity 
descend from the dramatic height of the opening. This descending template is sometimes 
repeated two or three times. As the song develops it becomes more relaxed and melodious 
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and reaches its conclusion with the long-anticipated descent to the tonic note.  
These characteristics are demonstrated in Dun en glkhen [You are Wise] by Sayat’-
Nova (Example 1.8). The first phrase begins with an anacrusis to E5 and remains in that 
tessitura, descending only a third to C5 by the end of the first phrase. The second phrase 
again starts with E5 and descends farther to G♯4. The third phrase is an embellished repeat 
of the second phrase. Following these three exposition phrases, each with the characteristic 
descending shape, the final phrase is less ornamented and more lyrical as it calmly descends 
to the concluding tonic of E4. 
Example 1.8: Ashugh recitative Dun en glkhen [You are Wise] by Sayat’-Nova75 
 
As will be seen in the following chapters, both the melody of Dun en glkhen itself and the 
declamatory ashugh template it embodies are the inspiration for many works of the 
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Armenian school, including the introduction to Arutiunian’s famous Trumpet Concerto. 
Compared to recitative-style pieces, ashugh dance songs are less ornamented and 
span a smaller range.76 They are more emotionally relaxed and more clearly structured with 
a hierarchy of internal cadences.77 A common construction in ashugh dance melodies is a 
particular kind of periodic two-bar phrasing which we will refer to as ‘empty downbeat’ 
phrasing. This melodic structure is a common characteristic in the music of the Armenian 
nationalist school, including Arutiunian. Because ashugh songs were frequently 
accompanied by a rhythmic ostinato with a strong downbeat and repetition of the tonic 
drown, the downbeat energy is provided by the accompaniment. In this style which the first 
beat of the first measure is empty and the energy of the melodic phrase leads to the second 
bar. An example of this is Sayat’-Nova’s dance song K’amancha. 
Example 1.9: Ashugh Dance melody K’amancha by Sayat’-Nova78 
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The third branch of Armenian traditional music is that of the Armenian Orthodox 
Church, which was founded in the fourth century when the Armenian king Trdat IV 
converted to Christianity in the fourth century C.E.79 The Armenian liturgy contained the 
familiar formats of Christian psalm-chanting and hymn-singing imported from the practice 
of other regional churches, but the musical style was adapted from existing Armenian 
peasant and gusan music. Sharakans [hymns] are the most prominent form of Armenian 
liturgical music. Sharakans are traditionally sung antiphonally by two choirs, alternating by 
verse, with the opposite choir intoning a tonic drone throughout. Armenian sharakan 
repertoire reached a canonic body of around 1,300 hymns by the start of the seventeenth 
century.80 
Example 1.10: Sharakan K’ez K’ristosi [Christ be with you]81 
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After the ninth century, the more complex aria-like tagh genre of the gusans (see Havun, 
Havun, ex. 1.7) also became a significant genre for sacred composers. Major sacred music 
composers wrote sacred taghs as well as sharakans.82  
Although the Armenian sacred musical traditions are integral to the development of 
Armenian music, the repertoire of sharakans, taghs, and other musical characteristics 
unique to church music had limited impact on Arutiunian’s development. While sacred 
music had some impact on early Armenian composers, especially in approved settings of 
the Surb Patarag [Holy Mass] by Makar Yekmalyan and Komitas, the Armenian church 
prohibited performance of sacred music in secular settings.83 With the exception of 
Komitas who worked in the church his entire life, most Armenians in the early development 
of the school of composition based their compositions on peasant and ashugh traditions. 
Furthermore, the conspicuous setting of sacred Armenian melodies or emulation of their 
characteristics was not allowed by Stalin-era Soviet authorities.84 A central tenant of Soviet 
ideology was atheism and members of the communist party were required to be atheist. 
Although Arutiunian bent the rules in composing his Requiem (1965) on the eleventh-
century sharakan Gt’a ter [Lord Have Mercy], the systemic discouragement of exploring the 
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sacred canon meant that specific Armenian church music repertoire and traditions had 
comparatively limited impact on Arutiunian’s development and output. 
Transmission 
The aforementioned Armenian music was transmitted down through the centuries 
by oral tradition. Peasant, gusan and ashugh music were first transcribed into notation when 
scholars in the nineteenth and twentieth centuries collected them from the oral tradition. 
Komitas was the most notable and prolific recorder of folk songs, and about 1,800 of his 
transcriptions exist.85 The Armenian genocide in 1915 ended Komitas’ career and also 
wiped out the majority of the Armenian people who transmitted the oral tradition. Komitas’ 
pre-genocide transcriptions are in many cases the only link remaining to a significant body 
of Armenian culture.86 
Armenian church music, however, plays a key role in understanding the 
development of Armenian style. Starting in the ninth century, educated Armenian church 
musicians developed a notation system known as khaz [neumes], which they used to record 
their monodies – psalm chants, sharakans, and taghs. This contemporary recording of texts 
and melodies is something that has no parallel in the folk or gusan genres.  
As the tagh genre grew more complex, the khaz system also continuously evolved.87 
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Regrettably, the khazes were never systematically documented. During the cultural decline 
after the fourteenth-century invasion of the Mongols the khaz system fell out of use. By the 
eighteenth century, Church musicians, too, came to rely on transmission by oral tradition 
and understanding of the khaz notational system was lost. Despite the wealth of music 
recorded in khaz notation, modern scholars have not yet been able to fully reconstruct the 
precise meaning of the khazes and the sacred music tradition also relied on transcriptions 
from the oral tradition made by nineteenth-century scholars. 
Armenian Modal Theory 
Arranging folk songs and imitating the purported syntax of Russian folk melodies 
was the basis for the Russian school’s nationalist claims of Russianness and authenticity. 
Marina Frolova-Walker’s 2009 examination Russian Music and Nationalism from Glinka to 
Stalin exposes the flaws in these claims: the Kuchka and their successors had limited access 
to or contact with actual Russian music, and frequently the elements they claim to be of 
folk origin bear little resemblance to actual Russian folk music.88 Since Arutiunian and the 
composers of the Armenian school claim the same mantle of authenticity by deriving their 
musical style from folk sources, a careful examination of the musical characteristics of 
Armenian folk melodies provides the necessary framework by which to contextualize the 
claims of Armenian composers about the influence of folk and ashugh music on their work. 
                                               




This discussion of Armenian monodic theory draws largely upon the careful work 
of K’ristap’or K’ushnaryan in his 1958 Voprosy istorii i teorii armyanskoĭ monodicheskoĭ 
musyki [Questions of History and Theory of Armenian Monodic Music].89 K’ushnaryan was 
one of Arutiunian’s teachers in Yerevan and their direct relationship is explored in Chapter 
Three. In the early 1900s, Komitas was the first to publish collections of Armenian folk 
music and to analyze the modal system he observed.90 K’ushnaryan’s study extended and 
expanded the work of Komitas and remains one of the most detailed to date, and recently 
appeared in English translation. 
Since Armenian folk music has little to offer in terms of harmony and counterpoint, 
the primary aspect of development is that of melody, especially the scalar-modal system 
upon which the Armenian melodies are based. The three traditions of Armenian musical 
practice are all connected by a common system of construction. Komitas describes it this 
way: 
Our folk and church melodies are like brother and sister to one another and 
have the same formation, are both composed on [the same principles]. 
Melodies which do not conform to the system […] are of foreign origin.91 
 K’ushnaryan describes Armenian melodies as being constructed of modal fragments 
called links.92 A link is a span of between two and five consecutive diatonic pitches (i.e. 
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dichord, trichord, tetrachord, or pentachord). He also gives an elaborate rationale for the 
four possible interval structures of these links.93 In Western terms, these four structures can 
be described as major, minor, Phrygian, and augmented (Example 1.11). Major and minor 
links conform to the interval structure of the respective Western scales (i.e. whole-whole-
half-whole or whole-half-whole-whole). Phrygian is the same as minor but with a half-step 
between degrees 1# and 2#. Augmented links nearly always occur in the form of a 
tetrachord and consist of a half step, an augmented second, and another half step. Consider 
examples below of each of the four basic link types: 
Major Tetrachord Minor Pentachord 
Phrygian Trichord Augmented Tetrachord 
Example 1.11: Four examples of Armenian links 
Tetrachord links are privileged in the Armenian practice. The interval of the perfect fourth 
and tetrachord-sized links are more common and more central than any others in the 
system. In melodic function, the lowest note of each given link generally serves as a tonic to 
the notes above it. The notes of the link pull downward toward tonic. The exception is the 
augmented mode, where it tends to pull in either direction, based on use. As with European 
                                               




plainchant, melodies typically end on the tonic of the mode. Internal cadences can rest on 
either the stable tonic note or unstable secondary pitches within the link to create a 
hierarchy of cadences. It should be noted here that there are unequal-tempered aspects to 
the Armenian system, but the music under discussion in this study is always employed 
within an equally-tempered context.94 
A large number of Armenian peasant songs span only a single link. Consider the 
lyrical peasant song Garun a, dzin a arel [It is spring, but snow has fallen]. The mode is a 
single G–C minor tetrachord. There are two cadences, both on G, the tonic of the 
tetrachord.  
Example 1.12: Garun a, dzin a arel [It is spring, but snow has fallen]95 
More complex modes are created by conjoining links, a process K’ushnaryan terms 
coupling.96 When coupling, a diatonic new link is added above and the two links share a 
common tone. This coupling tone serves as a secondary stable scale degree, a foil for the 
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tonic made stable by repetition and cadence. This secondary stable tone is analogous to the 
reciting tone from European chant. In a two-link mode, there exists a hierarchy of scale-
degree function. The lowest note of the tonic link is generally the overall tonic and the final 
destination of the melody. The coupling note is the second-most stable degree (reciting 
tone). Most melodic phrases center on either the tonic or coupling tone, with the other 
notes pulling toward one of these two stable pitches. Cadences that resolve on the tonic 
degree are strongest, cadences on the reciting tone are less strong. Cadences on unstable 
degrees in between are analogous to half cadences in the Western classical tradition. 
Consider the following two-link mode, which is one of the most common in 
Armenian peasant songs. A tonic G–C minor tetrachord link is coupled with C–F minor 
tetrachord link above. In this mode, G serves at the tonic degree and the coupling note C 
serves as the reciting tone: 
Example 1.13: Two-link mode example 
Tonic minor tetrachord coupled with minor tetrachord above 




Example 1.14: Sirel em sirekanes yar [I loved my beloved]97 
In Sirel em, the first phrase centers around the C reciting tone. Scale degrees above and 
below lead towards the reciting tone and the phrase cadences on it. In the second phrase, 
motivic repetition transitions the center of melodic gravity from the secondary C–F minor 
tetrachord link down to the tonic G–C minor tetrachord link. The second phrase ends with 
a stronger cadence on the tonic G. 
 A second example explores another possibility within the same system. In the 
following two-link mode, a tonic G–B♭ minor trichord is coupled with a secondary B♭–E♭ 
major tetrachord above. The bottom note G serves as tonic degree and the coupling tone B♭ 
serves as the reciting tone. 
Example 1.15: Two-link mode example 
Tonic G–B♭ minor trichord coupled with B♭–E♭ major tetrachord above 
This is the mode of the meditative lyrical peasant song Chinar es [You are a planetree]: 
                                               




Example 1.16: Chinar es [You are a planetree]98 
Similarly to Sirel em, the B♭–E♭ link is the focus of the first phrase, which ends with a 
cadence on the B♭ reciting tone. The second phrase begins with the same focus on the B♭ 
reciting tone but progresses downward to a final cadence on the tonic G. 
A mode may also have at most one link coupled below the tonic link. Links below 
are a tetrachord or smaller and there is never a stable tone below the tonic. Scale degrees in 
a lower link always functionally draw upward toward the tonic.99 In the following two-link 
mode example, a tonic G–C augmented tetrachord is coupled with a E–G Phrygian trichord 
below.  
Example 1.17: Two-link mode example 
Tonic G–C augmented tetrachord coupled with E–G Phrygian trichord below 
This is the mode employed in the fifth-century sharakan Yekyalks [We are gathered]: 
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Example 1.18: Sharakan Yekyalks [We are gathered]100 
In Yekyalks, G serves as tonic and there is no reciting tone. the first, second, and fourth 
phrases all end with strong cadences on the tonic. The third phrase ends with a weak 
cadence on the unstable tone of A♭. 
More than two links may be coupled together, but Armenian songs rarely exceed 
three total links. In the following three-link example, a tonic D–G minor tetrachord is 
coupled with a G–C major tetrachord above which is in turn coupled with a C–F major 
tetrachord. The bottom note of the tonic link—D4—serves as the tonic degree of the mode. 
Both coupling notes G4 and C5 serve as secondary stable degrees.  
Example 1.19: Three-link mode example 
Tonic D–G minor tetrachord coupled with G–C major and C–F major tetrachords above 
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This example illustrates a striking feature: octave equivalence is not observed in Armenian 
monody. Each degree of the mode has a unique function. As seen below, degrees 1# (D3) 
and 8# (D4) of the mode serve different roles. This is feasible in part because Armenian 
monodies rarely exceed a tenth (3 coupled tetrachords) and the link structure creates a 
hierarchical set of tonal relationships. The mode above is the basis for the twelfth-century 
gusan epic Mokats mirza [The Prince of Mok]: 
Example 1.20: Gusan epic Mokats mirza [The Prince of Mok]101 
Songs without augmented seconds, like Mokats mirza, are more common among 
Armenian peasant repertoire than melodies with augmented second, as in Yekyalks. While 
the Orientalist style propagated by the Kuchka have conditioned Western listeners to 
associate augmented seconds as the hallmark of ‘Middle Eastern’ music, it is not essential 
or even predominant in traditional Armenian monody (of the examples presented so far, 
only Yekyalks contains an augmented tetrachord). Among Armenian peasant songs, the 
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augmented tetrachord is reserved for certain ancient invocations and laments. The 
repertoire of the ashughs, owing to the influence of other Middle Eastern cultures, makes 
much more frequent use of the augmented tetrachord, especially in modes with two 
augmented tetrachords. The absence of the augmented second, however, makes it in no way 
less Armenian.102 
These modal principles are the most basic part of Armenian melodic construction, 
but also the most pertinent to the study at hand. The next level up is known as the dzayn 
[voice] system, which is also sometimes translated as the Armenian modal system. The 
dzayn are more all-encompassing than the concept of a mode in European theory. Each of 
the eight dzayn specify the modal link(s), tonic, reciting tone, cadences, alterations to the 
links (as in Yekyalks), modulations, idiomatic melodic patterns, and general musical affect 
(like the Greek theory of the modes). The dzayn system dominated much of Armenia 
before the twelfth century, but Armenian nationalist composers in this study do not appear 
to have specifically emulated its specific formulas.103 
II. ARMENIAN NATIONALIST SCHOOL 
In the nineteenth century, economic liberalization in the Russian and Ottoman 
Empires led to the growth of a new Armenian middle-class and Armenian artists and 
intelligentsia in Istanbul and Tbilisi began to advocate for a nationalist cultural revival.104 
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As a result, aspiring professional Armenian musicians from these cultural centers travelled 
to Europe, received musical training, and returned home to create a new type of Armenian 
professional music. The majority and most successful of these composers were trained by 
members or disciples of the Kuchka [Mighty Handful] in St. Petersburg. The principal 
composers of this Armenian school operated under the Kuchka’s model of blending 
European musical forms, instruments, and techniques (harmony and counterpoint) with 
melodic and rhythmic elements of Armenian peasant song and ashugh melodies to create a 
new Armenian music. The composers of this pre-Soviet period are significant because, 
upon the establishment of the new Soviet Armenian state in the 1920s, it was these 
composers who were tasked with establishing Armenian musical institutions, including its 
educational system. Arutiunian was trained in this educational system, mentored by these 
pre-Soviet composers, and emulated their techniques as he developed his own 
compositional voice.  
The most important composers of the pre-Soviet Armenian school can be organized 
into four roughly chronological groups: a generation of pioneers in last quarter of the 
twentieth century; the patriarch of Armenian music, Komitas (1869–1935); a generation of 
maturing composers active in the Caucasus during the 1910s and 1920s; and the most well-
known Armenian composer, Aram Khachaturian (1903–1978). The first generation 
includes K’ristap’or Kara-Murza (1853–1902) and Makar Yekmalyan (1856–1905), both of 
whom were most active as composers between 1880–1900. On account of their relative 
                                               




isolation in nineteenth-century Transcaucasia and the long Soviet-Western divide during the 
twentieth century, the music and achievements of these two are quite obscure to the 
contemporary West. Their scores are generally unavailable, modern performances of their 
music are rare, and recordings even rarer. Their main contribution was to establish 
successful and popular methods for arranging Armenian melodies and successfully 
presenting them on the concert stage. The work of these two was primarily focused on 
creating settings of existing melodies.  
Kara-Murza and Yekmalyan both served as teachers of and inspiration to one of the 
most pivotal figures in Armenian music, Komitas. He studied with Kara-Murza in 
Etchmiadzin and Yekmalyan in Tbilisi before becoming a tireless international advocate of 
Armenian music, prolific musicologist, and transcriber–arranger of folk-songs. Komitas 
was active from around 1895 to 1915 and he argued passionately for an ‘authentic’ approach 
to harmonizing Armenian monodies by sensitively preserving the modal affect (this mirrors 
similar arguments made by the Kuchka and their followers). Similar to his predecessors, the 
majority of his output consists of settings of folk and sacred Armenian melodies. Komitas’ 
settings are, however, generally considered musical masterpieces and are among the most 
widely studied, performed, and recorded Armenian music. Komitas is revered even today 
among non-musician Armenians as the father of Armenian music.105 
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The last pre-Soviet generation includes three committed disciples of the Kuchka: 
Alexander Spendiaryan [Spendiarov] (1871–1928), Ṛomanos Melik’yan (1883–1935), and 
Sargis Barkhudaryan (1887–1972). All three were natives of the Caucasus or Crimea, 
studied extensively in St. Petersburg, and came to prominence as pre-Soviet Armenian 
nationalist composers during the 1910s, and returned home to become leading composers, 
musicians, and educators: Spendiaryan in Crimea, Melik’yan and Barkhudaryan in 
Tbilisi.106 Compositionally, each embodies the second stage of the Kuchka model: 
expanding beyond the arrangement of pre-existing melodies to composing original melodies 
which imitate the spirit, syntax, and aesthetics of folk melodies.107 After the establishment 
of Soviet Armenia, each was active and important in the establishment of the musical 
culture and system of music education after the Sovietization of Armenia. As I will 
demonstrate in Chapter Two, each had direct contact with Arutiunian and their music was 
of lasting influence on his compositional style. 
A brief introduction to the life and style of the paragon of Soviet Armenian music, 
Aram Khachaturian, completes the major influences on Arutiunian’s development. 
Khachaturian’s later worldwide fame set a high bar for later Armenian composers and his 
output was a universal influence on Armenians of Arutiunian’s generation.108 Since 
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Khachaturian’s style was not well-established prior to Arutiunian’s early training, specific 
aspects of Khachaturian’s style and influence on Arutiunian’s development are examined 
throughout later chapters. 
In the Shadow of the Kuchka  
The nineteenth-century Russian nationalist school had ambitious aims to develop a 
music independent of Western models. Taking Russian folk song as a nominal starting 
point, Glinka and the Kuchka developed a variety of techniques that became associated 
with ‘Russianness’ in music.109 Other nineteenth- and twentieth-century ethnic nationalist 
movements in the Russian sphere studied and followed their model and methods. Russian 
musicologist Marina Frolova-Walker vividly characterizes the dynamic: 
Nineteenth-century Russian musical nationalism held a powerful appeal for 
later national movements in music, owing to its international success. The 
project of creating a distinctively Russian music, begun singlehandedly by 
Glinka in the 1830s, had by the end of the century culminated in the European-
wide acknowledgement of an important “Russian school.” This recognition, 
even celebrity, nevertheless fell short of the higher purpose to which Russian 
nationalists aspired in the late nineteenth century: to forge a culture fully 
independent of Western influences, one whose profound originality and 
spirituality would show “old hag Europe” the way forward. […] Russian 
nationalism, while successful as a creative stimulus, failed as a political 
program. Later musical nationalisms within the Soviet Union never 
acknowledged this failure, however, but instead accepted the Russian 
mythology unquestioningly. Composers not only based their nationalist projects 
on the same romantic premises, such as the primacy of folk music; they also 
borrowed the techniques used by Russians to assimilate folk material, and, 
ironically, deployed some of the stylistic features that Russian composers had 
supposedly derived from Russian folk song. [Compositional features which] 
had been initially designed as a representation of authentic Russianness was 
                                               




appropriated by later composers trying to express the Kazakh or Georgian 
spirit.110 
Some of the less-developed cultures of Central Asia were far more obvious, and less 
successful, in the rote adoption of the Kuchka’s methods for their own nationalist style. In 
contrast, many of the founders of the Armenian school studied composition in St. 
Petersburg and their adoption of Russian-school methods was a natural outgrowth of their 
education. The Kuchka’s basic approach was influential to the initial development of the 
Armenian style. Therefore understanding the growth and development of the Armenian 
nationalist style by definition requires a working knowledge of the Russian school. 
In the 1860s and 1870s, the members of the Kuchka collaborated with prominent 
Russian music critic Vladimir Stasov to establish key markers of the ‘Russian style.’111 
While arranging and employing authentic folksongs in their music was an initial approach, 
the Kuchka sought to go further and devise a new distinctly national compositional syntax 
based on the “abstraction and assimilation of various perceived characteristics.”112 An 
animating force behind the development of the Russian school was a Russian nationalist 
and chauvinist ideology which sought to create contrast with (and superiority over) the so-
called ‘European style.’ Foremost among myths about the Russian style is that it draws its 
national character from the actual characteristics of authentic Russian folk song. While 
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Frolova-Walker systematically deconstructs the glaring factual errors behind these myths, 
the myths themselves were real to the Armenian composers and their compositional style 
developed accordingly. 
One Kuchka technique of prime importance for the development of the Armenian 
school was the Kuchka’s approach to harmony. Since Armenian monodic music has no 
harmony of its own, whatever harmonic language Armenian composers were to use would 
be a somewhat arbitrary choice. As Frolova-Walker describes, among the Kuchka, the 
authentic V–I cadence was  
singled out as the essential gesture of Western music […] the Kuchka sought 
out any device which could be used to modify the characteristic sound of the 
V-I cadence.113  
This was based on an (evidence-less) ideological polemic which purported that Russian folk 
music was instead based instead on plagal relationships and cadences.114 In avoiding the 
characteristic authentic cadence sound, novel harmonic devices were employed to modify 
dominants by adding ninths, sixths, altered modal qualities (minor or diminished chords on 
the dominant), or unconventional resolutions. Frolova-Walker also notes that, 
incongruously, structural dominant relationships were not eliminated from the style with a 
similar level of intensity as phrase-level cadences. Dominant key-area relationships and 
dominant pedals remained a feature of their compositions.115 In the subsequent chapters of 
this study we will see that Arutiunian’s music developed along these lines: large-scale 
                                               






dominant key area relationships are common, but authentic cadences are almost always 
modified in some way. 
Another Kuchka myth that emerged was that the multi-voiced Russian Orthodox 
chanting was the source of an allegedly ‘Russian’ contrapuntal tradition that developed 
independently of Western counterpoint. There’s no evidence that this was true, but the 
rhetorical adoption allowed Russian composers to employ European contrapuntal methods 
as the basis of what they proclaimed was an ‘authentic’ Russian style.116 The seminal 
Armenian composer Komitas was celebrated for devising a contrapuntal style of setting 
folk songs and sharakans which ‘preserved their Armenian character’ (as if the inclusion of 
counterpoint was not adding something foreign or European to them). In Chapter Three we 
encounter Arutiunian’s mentor Genrikh Litinsky, who was so thoroughly steeped in this line 
of reasoning that he taught that 
[Counterpoint is] an inexpressibly strong and flexible musical tissue that 
could successfully conceal the invisible fault lines of the two opposing 
[musical] currents: European and national.117 
Another Kuchka device which became common in the Armenian school was the 
welcome embrace of a rough, unrefined character. The Kuchka saw this as the opposition 
of the refined rules of European part writing. Like Italian Verismo opera, the genesis of 
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this idea was that the new Russian music, and opera in particular, should be realistic.118 The 
Kuchka’s approach was to rebel against the refined, formalized conventions of European 
operatic conventions and by transgressing those accumulated conventions bold and 
progressive new approach.119 In terms of operatic conventions, this was accomplished with 
a through-composed and declamatory idiom (which they called ‘melodic recitative’). This 
also encouraged the preservation of perceived asymmetries in folk music, such as 5/4 
meter. The comparable effect in harmonic practice was the use of techniques forbidden in 
the ‘European style’ such as unprepared and unresolved dissonances including fourths and 
seconds, parallel fifths, and the octatonic scale.120 
A body of compositional devices which the Kuchka developed became known as 
the Orientalist style. This was among the most influential legacies on the early Armenian 
school.121 In using the term Orientalism, I am referring specifically to this body of 
compositional practices which developed in the context of the nineteenth century colonial 
power dynamic: the composers of an imperial power center appropriated perceived exotic 
elements of so-called Eastern music for their own purposes without particular care for 
authenticity. Some of these compositional clichés overtly reinforced the imperial–colony 
power dynamic, including the common musical and dramatic trope of an exotic, sexualized, 
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feminine seductress.122 Others are clumsy imitations of actual facets of the traditional 
music of the Middle Eastern, especially those qualities exotic to European culture. Some of 
these exotic idioms include the prominent use of the tambourine and English horn to 
imitate the Middle Eastern daira and zurna, use of open fifths and static bass pedal points 
to imitate the use of drone accompaniment, an overly ornamented and melismatic style 
imitating the improvisatory vocal style, and the notorious interval of the augmented second, 
which is found in the musical modes of Middle Eastern folk music.123 One need only 
briefly examine the features of Tchaikovsky’s “Arabian Dance” from The Nutcracker or 
Rimsky-Korsakov’s Scheherazade to quickly see the whole list of stylistic clichés in action.  
The Kuchka’s use of the augmented second is particularly important to examine. In 
Armenian music, the augmented second always served as the middle of an augmented 
tetrachord. The Kuchka devised two methods for situating the augmented second within 
European harmonic and scalar context. The first is as the result of a lowered sixth scale 
degree within the otherwise major scale, creating an augmented second between ♭6#–7#. This 
became the most cliché usage and Rimsky-Korsakov even included this ‘mode’ in his 
textbook on harmony, describing it as ‘harmonic major mode’ alongside major, minor, and 
harmonic minor modes (Figure 1.1).124  
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Figure 1.1: Natural’nyĭ i iskusstvennyĭ lady [Natural and Artificial Modes] in Rimsky-Korsakov’s 
Garmonii125 
 
Translations, top-to-bottom:  
а) Natural’nyĭ mazhorinyĭ lad [Natural major mode] 
б) Iskusstvennyĭ garmonicheskiĭ mazhornyĭ lad [Artificial harmonic major mode] 
в) Natural’nyĭ minorniĭ lad [Natural minor mode] 
г) Iskusstvennyĭ garmonicheskiĭ minornyĭ lad [Artificial harmonic minor mode] 
In this position, the ♭6#	frequently results in harmonization by the modally-mixed minor 
subdominant, a characteristic quality that also became closely associated with the 
Orientalist style. The second position for the augmented second is as ♯4# in minor, creating 
an augmented second between ♭3#–♯4#. Examples 1.21 and 1.22 demonstrate harmonic 
major mode and the ♭3#–♯4# augmented second, respectively, in Balakirev’s early 
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Gruzinskaya pesnya [Georgian Song] (1863). 
Example 1.21: Balakirev’s Georgian Song, example of harmonic major, m. 25126 
Example 1.22: Balakirev’s Georgian Song, example of ♯4# in minor, mm. 6–8127 
After about 1890, Rimsky-Korsakov became increasingly disillusioned with the 
Russian nationalist project. He wrote frankly about its failures, composed operas in plainly 
Italian or German style (e.g. Serviliya, 1901, Pan voevoda [The Gentleman Governor], 
1903), and grotesquely parodied the Russian style in his final opera Zolotoĭ petushok [The 
Golden Cockerel] (1907).128 In an interview, Rimsky-Korsakov cynically laid bare the 
Kuchka approach to the Russian style: 
                                               
126 Mily Balakirev, Balakirev: Romansy (Moscow: Muzgiz, 1947), 81–85. 
127 Ibid. 




In my opinion, a special ‘Russian Music’ does not exist. Both harmony and 
melody are one, pan-European. Russian traits—and national traits in general—
are acquired not by writing according to specific rules, but rather by removing 
from the common language of music those devices which are inappropriate to a 
Russian style. The method is of a negative character, a technique of avoiding 
certain devices. Thus, for example, this turn of phrase: 
 
I would not use if I were writing in a Russian style, as it would be 
inappropriate, but in other contexts I might use it freely. […] To achieve a 
Russian style, I would avoid some devices, for a Spanish style I would avoid 
others, and for a German style, still others.129 
Rimsky-Korsakov described the ‘Russian style’ as primarily a negative process where 
devices associated with particular European musical cultures are omitted or avoided. This 
suggests that whatever devices are chosen seem less important to Rimsky-Korsakov than 
avoiding the elements that have been identified as inappropriately European for the Russian 
style. Frolova-Walker further highlights a rhetorical procedure which is evident in the 
Soviet literature about the early Armenian composers:  
In the case of […] Armenia, the via negative was behind the denigration of the 
earlier Kara-Murza [folksong] collection, to the benefit of the later Komitas 
[folksong] collection. Of course the principle itself was rarely spelled out, since 
this would have given the game away; it was more normal, both in the 
nineteenth- and twentieth-century cases, to bury the principle behind rhetoric 
claiming that somehow a given repertoire of folk melodies contained certain 
harmonic implications which could be deduced by musicians whose 
sensibilities were sufficiently rooted in the nation’s soil. In each case, the 
application of the via negative principle eventually led to the emergence of 
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various positive devices which composers could freely use to create further 
authentic national music.130 
With the Kuchka’s nationalist framework as a starting point, we will consider 
important questions in the development of the Armenian nationalist school and Arutiunian’s 
music: To what degree do they propagate the myths devised by the Kuchka? Do they follow 
the approach in creating an anti-European style? To what extent do they adopt the legacy 
techniques of the Russian school? What are the new ‘positive devices’ characteristic of the 
Armenian school? To what extent do these devices credibly represent the authentic 
characteristics of the peasant and ashugh musical traditions?  
The First Armenian Composers 
K’ristap’or Kara-Murza and Makar Yekmalyan were among the first Armenian 
musicians who trained professionally in Western Europe or St. Petersburg and returned to 
teach, direct, and perform in a professional European style in the communities of the 
Caucasus.131 They were also among the first to compose nationalist Armenian music and to 
advocate for the legitimacy of the Armenian cultural heritage. Their works mostly focused 
on arranging traditional Armenian melodies in a contemporary European concert format. 
Although the musical output of these early composers has not achieved lasting international 
recognition, their efforts as composers and educators laid the foundation for the 
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achievements of their musical descendants. All three of these composers suffer from a 
distinct lack of available published or recorded source materials. Nothing resembling the 
complete works of these composers is available in any format. 
Crimean K’ristap’or Kara-Murza (1853–1902) 
is known as the first composer to transcribe and 
arrange authentic Armenian melodies.133 Kara-Murza 
taught himself piano and flute, and developed a 
methodology for transcribing local folk songs. He is 
one of the few Armenian composers not trained in the 
Russian school.134 In 1882, Kara-Murza relocated to 
the cultural capital of Tbilisi and continued to arrange 
folk songs and teach, and he founded an important 
choir.135 Kara-Murza’s settings of Armenian melodies were transcriptions of peasant and 
ashugh songs arranged a homophonic European choral style. Performances of his 
arrangements by this choir were the first time traditional Armenian melodies were ever 
presented on a concert stage.136 In addition to his work in Tbilisi, Kara-Murza frequently 
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travelled to organize local choirs in cities and towns throughout Transcaucasia. He would 
spend some months, organize a local choir, teach them to sing his arrangements, and 
present concerts of his music. Between 1885 and 1902,  
[Kara-Murza] formed some ninety choirs in forty-seven cities. During the same 
period he presented two hundred and forty-eight concerts and worked with no 
less than six thousand singers.137 
According to early Kara-Murza’s first biographer O. Karapetyan, his output 
included over 300 arrangements of folk songs and patriotic national songs and 70 original 
compositions. However, Soviet Armenian musicologist Aleksandr Shahverdyan writing in 
1959 reported that Kara-Murza’s works had not been collected, cataloged, or systematically 
studied, and mentions only a collection edited by Ṛomanos Melik’yan and published in 
Yerevan in 1935.138 Shahverdyan also reflects the continuing Soviet–Kuchka bias against 
overly ‘European’ harmonization:  
[In] transferring the general mood of a song, Kara-Murza does not always 
subordinate the harmonic language to the task of revealing the [essence of the 
music], the original [Armenian] stylistic features. 
[…] 
Kara-Murza almost does not address the inexhaustible riches of counterpoint. 
[…] 
We noted only a few successful examples of sensitive arranging of folk 
melodies.139 
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In his arrangement of Zim vezi vznots kitam [I am wearing a necklace] (Example 1.23) an 
Armenian melody is accompanied in a homophonic functional-harmony choral style. The 
first phrase centers around dominant–tonic relationship between E♭ and A♭ major, ending 
in a deceptive cadence to F minor. The second and third phrases both end in authentic 
cadences in F minor. 
Example 1.23: Kara-Murza’s Zim vezi vznots kitam [I am wearing a necklace]140 
Notably, Kara-Murza is the only composer studied here who was not trained in the 
Orientalist traditions of the Kuchka, and the examples this author has examined seem 
removed from Kuchka clichés, most notably the absence of Orientalist fascination with the 
interval of the augmented second. 
                                               




Kara-Murza’s popular performances of harmonized Armenian monodies and the 
large geographical impact through his tours established the concept of Westernized national 
music as the basis for future development of Armenian music. Kara-Murza also instructed 
his students in his methods of arranging folksongs and organizing choirs, which helped 
make this a popular tradition well into the twentieth century. Of the twelve arrangements in 
the 1935 publication, Shahverdyan comments most of them are in a 6/8 meter and from the 
genre of lyrical love song. Given the timing, this collection was almost certainly studied by 
Arutiunian, who was then in his formative years. 
The mother church of the 
Armenian Orthodox faith is an ancient 
complex known as Etchmiadzin 
[Ejmiadzin] located in the town of 
Vagharshapat, about twelve miles west of 
Yerevan. It is also the seat of the 
Amenayn Hayots Kat’oghikos [Catholicos 
of All Armenians], the chief spiritual leader of the Armenian faith. In 1874, Catholicos 
Gēvorg [Kevork] IV (1866–1884) founded an important seminary and Armenian university 
at Etchmiadzin known as the Jemaran [academy or seminary]. In 1892, Kara-Murza was 
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invited to serve as music teacher and director of the Jemaran.142 Kara-Murza had ambitious 
goals to create an Armenian conservatory at the Jemaran. During his time there, he 
introduced harmonized style of singing and was a mentor and inspiration to the young 
Komitas (see below). Resistance to his progressive musical ideas from the conservative 
clergy led to his termination from that post after just one year.143 
The village of Vagharshapat, where Etchmiadzin and the Jemaran are located, is 
also the birthplace of Makar Yekmalyan [Ekmalian] 
(1856–1905). Born eighteen years before the founding of 
the Jemaran and almost four decades prior to Kara-
Murza’s tenure there, Yekmalyan studied at the Jemaran 
after it was built. Nikoghayos T’ashjian (1841–1885), 
who was previously based in Istanbul, was invited by the 
Catholicos to lead an effort to transcribe the sacred 
sharakans and taghs of the Armenian church and also 
serve as the Jemaran’s first music teacher.145 Yekmalyan 
assisted T’ashjian in this project and acquired extensive experience in musical notation and 
the sacred melodies of the Armenian church. On completing his studies, Yekmalyan was 
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Figure 1.4: Makar Yekmalyan 




sponsored by the Catholicos for advanced training at the Conservatory in St. Petersburg 
(1879–1888), where he studied with Rimsky-Korsakov, Yuli Johansen, and Nikolaĭ 
Solov’yёv.146 He also served as choirmaster of the St. Petersburg Armenian Church for 
nearly ten years.147 In 1890 he returned to the Caucasus, settled in the Armenian cultural 
center of Tbilisi, and established a music program at the Armenian-run Nersessian School 
(university).148 Yekmalyan arrived in Tbilisi just five years after Kara-Murza and also 
became active in collecting and arranging Armenian folk songs. Analysis of available 
published songs shows a diversity of approaches.149 Yekmalyan’s compositions demonstrate 
a variety of Kuchka influences: frequent use of the augmented second in the format of 
harmonic major, both modal and non-functional. The second phrase over a G pedal has a 
slow plagal motion from G major to C minor and back. In both phrases the cadence 
resolves to decidedly non-European open fifths. 
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Example 1.24: Yekmalyan’s Hov arek’ [Come breeze] (reduction)150 
 The complete form of Yekmalyan’s arrangement is two AABB stanzas with an AAAA coda. 
Yekmalyan is best known for his Yergetsvoghut’yunk’ Srboy Pataragi Hayastaneayts 
Aṛak’elakan Yekeghets’voy [Chants of the Holy Liturgy of the Armenian Orthodox Church], 
the first successful harmonized version of the Armenian mass.151 Largely diatonic and 
homophonic, it was premiered in St. Petersburg in 1893 and praised by Balakirev, Verdi, 
and Saint-Saëns.152 Yekmalyan’s Surb Patarag was officially adopted by the Armenian 
Church in 1895, published internationally by Breitkopf & Härtel, and continues to be the 
most commonly used setting of the mass in Armenian churches today.153 In contrast to the 
modal and not particularly functional harmonic setting in Hov’ Arek, large portions of the 
Patarag accompaniment are homophonic, triadic, and clearly functional. An example is the 
Surb Astvats [Holy God] (Example 1.25). While the augmented seconds are original to the 
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Armenian chant, Yekmalyan has harmonized the melody with a typical harmonic major 
mode. Despite an authentic cadence in measure 2, the final cadence is set as a plagal 
cadence from the minor subdominant, a particularly characteristic gesture. 
Example 1.25: Yekmalyan’s Surb Astvats [Holy God] from Surb Patarag [Holy Liturgy]154 
Although Arutiunian’s Memoirs mention hearing the arrangements of Kara-Murza 
and Yekmalyan as a young boy, their stylistic influence on Arutiunian is at most of an 
indirect or marginal nature. Many of Yekmalyan’s common stylistic features, including 
homophonic texture, unambiguous functional harmonic progressions, and traditional use of 
the harmonic major mode, appear only rarely in Arutiunian’s works. Other elements, such 
as modal and non-functional progressions, demonstrate the beginnings of the Armenian 
style but still very rudimentary compared to Arutiunian’s early works. Rather than 
contributing specific compositional traits, most significant impact that Kara-Murza and 
                                               




Yekmalyan had on Arutiunian’s development was in their devotion to Armenian traditional 
melodies as cultural treasures worthy of concert presentation. 
Komitas 
The greatest master of Armenian music, Komitas [Gomidas] (born Soghomon 
Soghomonyan, 1869–1935), was a student of both Kara-Murza and Yekmalyan, and had a 
profound influence on the course of Armenian music. Researcher Rita Kuyumjian 
introduces Komitas as follows: 
It is hard to find an Armenian who has never heard the name Komitas 
Vartapet. Despite the passing of more than six decades since his death in 1935, 
his work still occupies a central place in almost any concert program of 
classical Armenian music. And yet he is virtually unknown to those who live 
outside the Armenian communities scattered around the globe. Komitas 
Vartapet was never a child prodigy like Mozart, and his output was relatively 
modest: roughly eighty songs and choral pieces, seven dances for the piano, an 
unfinished arrangement of the Armenian Mass, and a handful of theoretical 
sketches. […] Armenian musicologists regard Komitas as the father of 
contemporary Armenian classical music on the basis of his ethnomusicological 
field studies, his career as a teacher, his beautiful baritone voice, and his many 
lectures on the history of ecclesiastical and folk music. But I believe that it was 
Komitas’s tireless efforts in organizing mixed choirs and conducting 
performances of his songs and choral works that won him a special place in the 
hearts of Armenian people.155  
Komitas grew up in the Ottoman–Armenian village of Kütahya [Koutina, 
Goodinah], in the region south-east of Istanbul. Orphaned at age 11, he was presented to 
the Catholicos at Etchmiadzin and his fine singing voice earned him a scholarship to study  
                                               




at the Jemaran in 1881.157 Komitas learned to read 
and notate music and began a life-long practice of 
collecting peasant songs.158 He transcribed songs 
from the villagers in Vagharshapat and also 
prompted his fellow students to sing for him the 
melodies of their home villages.159 During Kara-
Murza’s year at the Jemaran, Komitas studied 
western musical notation, theory, and solfège.160 
Kara-Murza also taught Komitas his methods of 
arranging folk songs and organizing concerts of 
local amateur singers, both of which became 
hallmarks of Komitas’ career.161 Kuyumjian adds:  
In many ways, Komitas’s career can be seen as a continuation, an enhancement, 
of the work begun by his teacher [Kara-Murza].162 
In 1893 he completed his studies, took the ordained name of Komitas, and was 
appointed as Kara-Murza’s replacement. He continued collecting and transcribing 
Armenian folk songs, carrying paper and pencil with him whenever he travelled, and soon 
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published his first volume of transcriptions, Songs of Akn (1895).163 Komitas was 
consecrated to the rank of vardapet [doctor of divinity], and took a six-month leave from 
Etchmiadzin to continue his own musical studies with Yekmalyan in Tbilisi.164 Although 
Komitas never studied in St. Petersburg, he demonstrates having absorbed several important 
aspects of the Russian tradition, particularly the focus on folksong as a source of 
authenticity, the rhetoric of counterpoint as helping bring out the authentic character, and 
the negative (non-European) approach to purportedly authentic harmonizations of folk 
music that Rimsky-Korsakov described previously. It is quite possible these came to him 
through his studies with Yekmalyan. 
Komitas secured financial patronage for advanced study and travelled to Berlin 
(1896–1899). On the advice of Joseph Joachim, head of the music department at the 
Hochschule für ausübende Tonkunst [Royal School of Music], Komitas enrolled in the 
private conservatory of Professor Richard Schmidt, and studied piano, organ, voice, 
conducting, counterpoint, and composition.165 Schmidt also taught at Friedrich Wilhelm 
Universität, where Komitas enrolled as a Doctor of Philosophy candidate.166 Schmidt 
continued to mentor Komitas for three years and considered him his most promising 
student.167 Komitas’s other teachers included counterpoint pedagogue Gottfried Heinrich 
Bellermann and musicologists Max Friedländer and Oskar Fleisher. In 1899 Komitas 
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graduated. That same year, Fleisher founded Internationale Musikgesellschaft [International 
Music Society], Komitas became a charter member, and was invited to lecture on 
Armenian music at their first meeting.168 The Society continued to be an important 
international audience for Komitas’s scholarship on Armenian music throughout his 
career.169 
Komitas returned to Etchmiadzin and resumed his post as professor of music at the 
Jemaran (1899–1910) and continued to transcribe and arrange folk songs. He frequently 
travelled, giving lectures about Armenian music and organizing choral performances of his 
arrangements. His European tours were highly acclaimed and allowed him access to 
publishers for his transcriptions, arrangements, and articles. While in Paris he attracted the 
praise of Debussy: 
If Komitas had written only Antuni [Komitas’ arrangement of a folk song for 
voice and piano], this would have been sufficient to rank him as a great 
musician.170  
In 1910 Komitas left the cultural isolation of Etchmiadzin and relocated to cosmopolitan 
Istanbul. He founded a successful 300-voice Gusan Choir, whose concerts brought 
awareness of Armenian music and raised funds for Armenian charities. While in 
Constantinople he worked on his own highly contrapuntal version of the Surb Patarag, 
which later became the second most popular arrangement of the ancient chants approved 
for use by the Armenian Orthodox church. 
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On April 24, 1915, Komitas was among 200 prominent Armenian intellectuals and 
politicians who were seized in the night and sent to an internment camp at the beginning of 
the Ottoman government’s systematic campaign of genocide.171 After a two-week 
internment, Komitas was released on the personal intercession of American ambassador 
Henry Morgenthau Sr. (1856–1946), but suffered a nervous breakdown that ended his 
career.172 He was institutionalized in 1916 and never recovered.173 Of the 3,000–4,000 
folk melodies Komitas transcribed during his lifetime, at least 1,200 survived his 
internment and institutionalization and were published.174 The genocide of 1915 wiped out 
a majority of the Armenian people and traditional village life across a wide swath of the 
traditional Armenian homeland. With this tragedy, much of the oral tradition of Armenian 
music was lost, leaving only the record preserved in Komitas’s transcriptions. 
Komitas brought to the study of Armenian music a penetrating intellect and 
consummate professionalism. Without his body of work preserving, analyzing, and 
advocating for Armenian folk culture, Soviet Armenian composers like Arutiunian would 
have had substantially poorer raw material with which to work. Arutiunian’s teachers each 
knew of Komitas. Arutiunian both studied Komitas’s music and employed his transcriptions 
on a number of occasions. In his arranging style, Komitas’s harmonizations are both unique 
in its methods and musical affect. Of all the Armenian folksong arrangers, his are 
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undoubtedly the most popular and most widely performed. While his arrangements show 
some connection to the Russian school, his arranging style is creative and non-formulaic. 
The diversity of approaches to complement the melody and highlight the modal structure is 
impressive.  
One of Komitas’s contributions is a renaissance-inspired contrapuntal texture he 
used for many choral arrangements and also the Surb Patarag [Holy Liturgy]. An example is 
the peasant song Baghi pat [Pumpkin wall] (Example 1.26). In the first half of the tune, the 
accompanying voice is reduced to a tonic-fifth drone, something Komitas, like Kara-Murza 
and Yekmalyan before him, employed liberally as an authentic aspect of Armenian folk 
music performance practice. In the second half, the accompanying voice(s) operate in artful 
counterpoint against the melody. It is worth noting that the ‘tonic’ of the Baghi pat within 
the Armenian modal system would be D, yet the drone and cadences Komitas provides 
create a tonal center on G. This sets up a reframing of the melodic center of gravity as the 
dominant of the harmonic center of gravity, a technique that is frequently used throughout 




Example 1.26: Komitas’s Baghi pat [Pumpkin wall] (reduction)175 
Komitas’s setting of the Surb Astvats [Holy God] from the Armenian mass (Example 1.27) 
provides another demonstration of similar features, and is in contrast to Yekmalyan’s setting 
of the same original chant. The contrapuntal texture makes for a spare affect and goes 
further in avoiding the ‘European’ four-voice homophonic texture. 
Example 1.27: Komitas’s Surb Astvats [Holy God] from Surb Patarag [Holy Liturgy]176 
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Komitas was also an important founder of the Armenian piano school. His series of 
six dances for solo piano and the piano accompaniments to his arrangements for voice and 
piano offer an important early vocabulary of textures for setting Armenian folk idioms at 
the piano. Hallmarks of his piano style include sparseness, use of registers, and ostinato 
textures that evoke the drone style of Armenian melody. An example is his peasant song 
Antuni [Homeless] (Example 1.28) which Debussy was previously quoted praising. In 
Antuni, the melody which Komitas transcribed is set over an incredibly slow, almost static 
(‘drone-like’) harmonic progression. The changes of harmonies (not shown) are primarily 
non-functional. This meditation on static sonority and registral effects spanning the whole 




Example 1.28: Opening of Komitas’s Antuni [Homeless] for voice and piano177 
Although this setting demonstrates just one of a variety of stylistic approaches employed by 
Komitas, this Impressionist aesthetic is a substantial aspect of his output. Similar devices 
and affects show up in Arutiunian’s music as well and it is possible that the Impressionist 
line in Armenian music can be traced back to Komitas.  
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Although Komitas adopted some of the rhetorical ideals of the Kuchka, especially 
the quest for supposedly pure combinations of authentic Armenian folksongs with modern 
harmony and counterpoint which allegedly do not violate the authentic spirit of the original 
folk melody, his distinctive methods for arranging folksongs in a contrapuntal or 
Impressionist manner are distinct from the Kuchka–Orientalist line in Armenian national 
music. Conductor and researcher Harry Begian summarized the phenomenon of his legacy 
and importance in this way: 
In retrospect Komitas Vardapet emerges as one of the most important 
personalities in the course of Armenian music history. He occupies a place of 
esteem in the hearts of Armenians that is most unique. The name Komitas 
Vardapet is regarded with near-reverence by most Armenians, no matter what 
their political creed, their religious differences, or their economic 
circumstances. He is regarded with awe by many, and the title medz vardapet 
[great master] is commonly used in connection with him. It can truthfully be 
said that his own people feel about him as they do largely through sentiment, 
chauvinism, and gratitude for [the] lifetime [he] spent in the study and 
propagation of Armenian music. And yet this is not the entire answer to his 
importance and the honored place he holds in the annals of Armenian music 
history. To complete the picture, one must [also consider] up his contributions 
as a musician as well as the effect of his personality on others.178 
While composers after Komitas did not directly emulate his unique style of arranging 
folksongs, the legacy of his ethnographic transcription, musicological analysis, and certain 
principles in his arrangements have been a continual source of inspiration for Armenian 
musicians and composers. 
                                               





Ṛomanos Melik’yan (1883–1935) is the first of three leading composers from the 
generation of Armenian musicians who came of age in the 1900s and 1910s and were at the 
top of their careers when the modern Soviet Armenian Republic was formed.180 They were 
invited to emigrate and establish the musical institutions of Soviet Armenia. Each was a 
living statesmen of Armenian music present in Yerevan during 
Arutiunian’s formative years.  
Melik’yan was born in Dagestan [now a Russian 
province in the northern Caucasus, next to Georgia], educated at 
an Armenian college in Rostov-on-Don, and pursued further 
musical studies first at the Moscow Conservatory with Mikhail 
Ippolitov-Ivanov and Sergei Taneyev (1905–1907).181 Melik’yan 
further polished his work with Russian-school exponents at the 
St. Petersburg Conservatory with Maximilian Steinberg and Vasily Kalafati (1910–1915). 
Before and after his time in St. Petersburg, Melik’yan composed and taught in Tbilisi. In 
1908 he organized the League of Armenian Music Teachers and in 1918 was the first 
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director of the Dom kul’tury armyanskoĭ SSR [Armenian House of Culture] in Moscow.182 
In the early 1920s, the Soviet Armenian government invited prominent Armenian artists 
and intellectuals to relocate to Yerevan and rebuild the cultural and intellectual homeland of 
the Armenian people. Ṛomanos Melik’yan came to Yerevan in 1921, founded the Yerevan 
State Conservatory, and served as the Conservatory’s first rector. In 1933 he also served as 
the first artistic director of the Yerevan Opera and Ballet Theater and in that capacity 
crafted the premiere performance of Alexander Spendiaryan’s Almast (see below). 
Melik’yan’s musical output is primarily vocal, consisting of both original solo works 
and settings of Armenian folk songs. In 1916, Melik’yan visited the Ottoman-Armenian 
city of Van as part of a humanitarian group rendering assistance to survivors of the 
genocide. While there, he heard and transcribed Armenian folk songs which had a 
profound influence on his creative output.183 Starting with his influential song cycle 
Zmrukhti [Emerald Songs] (1916–1918), Melik’yan established the Armenian Romance as a 
new and influential national genre. Melik’yan’s brief vocal art-songs are an offshoot of the 
Russian Romance genre (popular in the salon music of the day), and set either traditional 
Armenian texts or contemporary Armenian poetry. Unlike Yedigaryan, Kara-Murza, and 
Komitas, Melik’yan follows the lead of the Kuchka and most of his output consists of 
original melodies which incorporate Armenian melodic motives, melodies, or modal 
characteristics. Zmrukhti sets texts from folk poetry and prominent Armenian poets, 
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including Hovhaness T’umanyan, to original melodies. The accompaniments show a variety 
of colors, moods, and harmonic devices but generally evoke the colorful harmonies, 
textures, and non-functional progressions of composers such as Debussy, Ravel, and 
Komitas.184  
Oror [Lullaby] from Zmrukhti (Example 1.29) is characteristic example of 
Melik’yan’s early approach. In Oror, Melik’yan does not embrace the Kuchka–Orientalist 
aesthetic, but rather draws on the Impressionist line of Armenian music, in a vein with 
Komitas’s Antuni. The melody and phrase structures show evidence of the link structure 
common to Armenian monodies: a tonic F♯–A minor trichord, A–C♯ major secondary link, 
and a third C♯–E minor trichord. The fall in the final phrase from the perceived melodic 
arrival on A to an F♯ a minor third lower is also very characteristic of Armenian monodies 
(see examples 1.14 Sirel em and 1.23 Zim vezi). This Armenian-style melody is harmonized 
by an essentially non-functional progression. The initial ostinato could be interpreted as 
altered-dominant C♯m7 progressing to tonic F♯ major, but the mesmerizing repetition of the 
non-functional progression gives a sense of perhaps even just a static F♯ dominant seventh 
sonority—a texture not unlike the basic harmonic ostinato in Arutiunian’s Pastoral. While 
the largely fifth-based texture of the left hand is characteristic of Armenian composers, the 
seconds formed between the melody and the piano left-hand are an early instance of a 
device which I will describe as an added second. This is a device where a major or minor 
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second is treated as a consonant embellishment and added to a texture without particular 
harmonic implications. This is a device frequently used by Armenian composers including 
Khachaturian and Arutiunian.  
Example 1.29: Melik’yan’s Oror [Lullaby] from Zmrukhti [Emerald Songs], mm. 1–18185 
                                               





Alexander Spendiaryan [Spendiarov] (1871–1928) was the most prominent pre-
Soviet Armenian composer and one of the most influential links between the Kuchka and 
Soviet Armenian composers. Arutiunian describes Spendiaryan as an important influence 
and elements of Spendiaryan’s compositional approach are evident in Arutiunian’s works. 
Aram Khachaturian later wrote:  
I am profoundly convinced that Spendiarov and Komitas are the patriarchs of 
Armenian classical music; they have charted the principal trends in the 
evolution of Armenian musical art for many decades to come.186  
Born in Crimea, Spendiaryan played piano and violin and composed from a young age in 
Simferopol where he grew up. At age 19 (1890) he went to Moscow and studied law at the 
Imperial University. There he also studied music theory and composition privately with 
Nicholaĭ Klenovsky, the conductor of the Bolshoi Theater and a composer with interests in 
harmonizing Russian and Caucasian folk songs. Although much of Spendiaryan’s output 
from this time consists of miniature instrumental works in pan-European style, one notable 
exception is Spendiaryan’s first folk song arrangement, the Crimean Tatar melody 
Ghaytarma for piano (1895).187 
After completing his law studies (1896), Spendiaryan studied privately with 
Rimsky-Korsakov in St. Petersburg. He thrived under Rimsky-Korsakov’s tutelage, devoted 
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his life to composition, and became close with the composers of the Belayev circle. 
Glazunov reports:  
Rimsky-Korsakov was perfectly satisfied with the results of Spendiaryan’s 
work and considered him a serious, talented composer with a great flair for 
composition.188  
In 1901, Spendiaryan returned to Crimea where 
he established local music schools, composed, and toured 
as a conductor throughout Transcaucasia and Russia. His 
Tri pal’mi [Three Palms] (1905) is notable as a richly 
descriptive tone poem on poetry by the Romantic 
Russian poet Lermontov. The subject of the poem is an 
Oriental allegory and Spendiaryan’s Kuchka-style 
composition demonstrates his mastery of Rimsky-
Korsakov’s methods of orchestration and sonority, as well 
as of the Orientalist style. This composition earned him 
the Glinka Prize and international recognition.190  
Beginning about 1910, Spendiaryan took an 
interest in Armenian subjects and melodies. Two songs in his conventional style but on texts 
by the Armenian poet Khachatur Abovyan caught the attention of both Imperial censors 
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and the Armenian intelligentsia.191  
Prominent Armenian painter Martiros 
Saryan illustrated one of the song’s 
covers and became a close friend. Saryan 
encouraged Spendiaryan to compose a 
national-epic Armenian opera; to that 
end Spendiaryan visited Armenian poet 
Hovhaness T’umanyan while in Tbilisi in 
1916. T’umanyan recommended 
Spendiaryan use his epic T’mbkaberdi Aṛumě [The Fall of Tmbkaberd Castle] (1902) and 
actively aided him is fashioning it into a libretto.193 For the remainder of his life, 
Spendiaryan devoted considerable energy to the creation of this opera, titled Almast. In 
conceiving Almast, Spendiaryan promptly began studying published arrangements of folk 
song, especially those by the pianist Nikoghayos Tigranyan.194 
In 1924, Spendiaryan moved to the Armenian homeland to join the faculty of the 
new Yerevan State Conservatory and founded the orchestra that would become the 
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Armenian State Philharmonic Orchestra.195 Living in Armenia for the first time, he was 
better able to study Armenian musical culture (although Frolova-Walker notes that he  
never learned to speak Armenian).196 These Armenian elements are especially prominent in 
his orchestral work Yerevanskie ėtyudy [Yerevan Sketches] (1925). After a brief, unexpected 
illness, he died in 1928. Almast was completed by Maximilian Steinberg, a professor at the 
St. Petersburg Conservatory, premiered in Moscow (1930), and served as the inaugural 
opera for the newly-built Yerevan Opera-Theater (1933). The opera was quite successful 
and in 1938 the Yerevan Opera-Theater was re-dedicated the Aleksandr Spendiaryani 
anvan operayi yev baleti azgayin t’atron [Alexander Spendiaryan Armenian National 
Theatre of Opera and Ballet].197 
 One excerpt from Almast stands out for its innovative modal characteristic. Whereas 
the Kuchka’s Orientalist style would employ augmented seconds only as a part of a 
harmonic major mode or as a ♯4#	within minor, where it could be harmonized fairly easily, 
the orchestral interlude Iriknamut: Parsikneri Aghot’k’ě [Evening: Persian’s Prayer] 
(Example 1.30) employs a striking melody where the augmented second is created between 
♭4# and 5# of an otherwise minor collection. Spendiaryan was conscious of this 
formulation, as he writes an F minor key signature with B𝄫 (♭4#). His harmonization is 
inventive, touching on D♭ minor in the fourth and fifth bars, ultimately arriving at a 
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functional dominant, and resolving to an open F–C fifth. The effect of this mode is 
haunting, with the perception of both the minor third and major third (diminished fourth). 
Example 1.30: Spendiaryan’s “Evening: Persian’s Prayer,” from Almast mm. 17–31198 
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This contextualization of the augmented second is, in my research, unique within 
the Armenian school. From the perspective of Armenian monody, this could be possibly be 
rationalized as a tonic F minor trichord linked with an A♭ augmented tetrachord and a D♭ 
minor trichord. More importantly, Spendiaryan creates a precedent of innovating beyond 
the Kuchka’s devices in setting the augmented second within a harmonic and contrapuntal 
context. As demonstrated in Chapters Three and Four, Arutiunian also innovates in his use 
of the augmented second, developing his own characteristic idioms.  
Spendiaryan’s Yerevan Sketches was completed before Almast, and was perhaps the 
first successful orchestral work of the Armenian school. This work was also the first 
orchestral work Arutiunian heard and had a significant impact on him.199 The score of this 
two-movement work is prefaced by the remark “Armenian and Arabic melodies performed 
by folk musicians – this is the theme of the Sketches.”200 This confluence of both Armenian 
and Arabic influences is important and deserves some exploration. An important musical 
tradition throughout the region is known as mugham [mugam, maqam]. Mugham is an 
improvisation style with expressions in many Middle Eastern musical cultures, including 
Egyptian, Syrian, Ottoman, and Azeri.201 The details of the mugham modes vary through 
time and place, each mugham mode signifies an amalgamation of genre, form, manner of 
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musical development, cadences, and associated rhythmic cycles.202 In the Caucasus, 
ashughs were skilled in mugham performance and in the early 20th century mugham were 
performed by musicians known as sazandars, usually in a trio consisting of a tar [plucked or 
strummed string instrument], k’amancha [bowed string instrument], and daira 
[tambourine].203 In music of the ashughs, aspects of mugham practice are blended with 
elements of the Armenian gusan and folk traditions, although during the nineteenth and 
early twentieth centuries, the distinctions are often blurred. For instance, the compositions 
of Armenian composer Nikoghayos Tigranyan (1856–1951), which Spendiaryan studied 
and employed within Almast, are based on improvisatory mugham practice rather than 
Armenian ashugh or peasant melodies. 
This blending of traditions is also expressed in Spendiaryan’s inscription: 
“Armenian and Arabic melodies performed by folk musicians – this is the theme of the 
Sketches.”204 The two movements of Yerevan Sketches are titled after mugham modes, 
Enzeli and Hijaz, although according to Lebanese-Armenian musicologist Vatsche 
Barsoumian, they do not even accurately conform to the definitions of those modes.205 In 
another aspect of blending, both movements of Yerevan Sketches follow a two-part prelude–
dance format. Format is a common idiom in mugham performance which combines a 
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drawn-out slow expressive prelude called a mawwal followed by a fast dance in the same 
mode.206 
The first movement, Enzeli (Example 1.31), sets Sayat’-Nova’s ashugh melody Dun 
en glkhen (Example 1.8) as the prelude instead of a traditional improvisatory mawwal. 
Spendiaryan adapts the declamatory ashugh melody and accompanies it with a tonic–fifth 
drone in the low strings and contrapuntal motion in the middle strings. Note that under the 
Armenian modal system the tonic of the melody Dun en glkhen, as given here, is E4. In 
Enzeli, Spendiaryan harmonized his arrangement over an A tonic, leaving the melody to 
cadence on 5#. Recall that Komitas employed a similar arrangement in his setting of Baghi 
Pat (see Example 1.26). By these examples and others it seems that this is a common 
arrangement where melodic and harmonic characteristics fit together well. This is a 
technique that Arutiunian will use in setting his original Armenian-style melodies as well. 





Example 1.31: Spendiaryan’s Yerevan Sketches, I. Enzeli, mm. 5–12207 
Enzeli is immediately followed by an original dance melody accompanied by the traditional 
Armenian daira [tambourine] and featuring a characteristic Armenian polymeter of a 6/8 
melody set against a 3/4 accompaniment (Example 1.32). According to musicologist 
Vatsche Barsoumian, this particular polymeter is not something that would be found within 
authentic Armenian monodic performance, but rather it is a texture invented by Armenian 
composers.208  
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Example 1.32: Spendiaryan’s Yerevan Sketches, I. Enzeli, mm. 78–87 (reduction) 
At some point this 6/8–3/4 polymeter device became quite popular among composers of 
the Armenian school of the 20s and 30s, including Spendiaryan, Khachaturian, and 
Arutiunian. Spendiaryan did not create it: the first example I have identified is by Sargis 
Barkhudaryan in Naz-Par (c. 1910) (Example 1.36). The device does not appear in the 
piano or piano-vocal works of Komitas. Its popularity with multiple composers across 
generations suggests that it became popular as a symbolic abstraction of Armenian 
rhythmic qualities. 
The prelude of the second movement, Hijaz (Example 1.33), is an evocative and 
improvisatory solo oboe melody accompanied by a drone on the English horn. This texture 
evokes the style of Armenian village duduk [Armenian double reed] players who often 





Example 1.33: Spendiaryan’s Yerevan Sketches, II. Hijaz, mm. 7–15 
The prelude is again followed by a vigorous dance, this time in 6/8 meter (Example 1.34). 
This fast dance has a single melodic eight-bar sequential idea. This time the dance melody 
is based on the contour of the prelude melody in the mawwal tradition. It is accompanied 
by countermelody, the ostinato of the Armenian dhol [field drum], and a drone-like 
figuration in the strings. This tune is varied with increasing figuration and virtuosity leading 
to a climax. The duduk prelude is reprised followed again by the fast dance, this time with 




Example 1.34: Spendiaryan’s Yerevan Sketches, II. Hijaz, mm. 55–64 
(n.b. all parts in concert pitch) 
Although Spendiaryan is working within the rhetorical sphere of the Kuchka–
Orientalist line in creating orchestral music that is based on the instruments, modes, 
melodies, and forms that he perceives in the folk musicians of Yerevan, his methods 
innovate well beyond Orientalist clichés. Instead, Spendiaryan’s Armenian works are more 
closely connected to authentic folk musical idioms and instruments, even if some of those 
idioms, such as the mugham and mawwal, are more pan-Middle Eastern or Turko-Arabic 




duduk duet owes something to the Kuchka’s overuse of that instrumental timbre, but even 
Frolova-Walker admits that the Kuchka’s Orientalist style included certain “reasonable 
approximations” of the folk-music original.209 The 6/8–3/4 polymeter of Enzeli is also an 
abstraction of the rhythmic complexity of Armenian music not found in the authentic folk 
practice, but is an abstraction unique to the Armenian nationalist school and is similar to 
actual folk practice. Lastly, Spendiaryan scores for actual Armenian ethnic percussion 
instruments of the daira and the dhol (one might ask why he didn’t call for actual duduk 
players, as later composers were willing to do). 
The source inspiration for Yerevan Sketches includes both Armenian ashugh and 
Azerbaijani mugham performance traditions. It is clear that elements which musicologists 
might consider non-Armenian were not an issue for Spendiaryan. Whether he was 
consciously inclusive of a variety of sources or, as a relative outsider without skills in the 
Armenian language, was naïve and uninformed about the origins of musical traditions is not 
known. In either case, his seminal work and the techniques he employs are influential on 
the development of the Armenian school generally and the music of Arutiunian specifically. 
Arutiunian describes the effect his first meeting with Yerevan Sketches had on him like this:  
One day my parents took me to a concert of Alexander Spendiarov's music in 
the [Philharmonic Hall]. I was in a state of silent astonishment for the first time 
in my life heard the sound of a symphony orchestra (conducted by the 
composer). Arriving home, I rushed to the piano and began to “pick up” the 
Yerevan Etudes that had just sunk into my soul, trying to keep the harmonic 
sequence which seemed completely incomprehensible to me as a seven-year-
                                               




old child. Eventually, thanks to my absolute hearing […], I mastered this piece 
in my own childish manner.210 
Arutiunian includes the Prelude-dance format and characteristic polymeter in his Armenian 
Dance (1935), the prelude-dance format and same modal-harmonic relationship in the 
opening of his Concerto for Trumpet (1950), and a contrapuntal setting of Dun en glkhen 
opens the overture to his only opera, Sayat-Nova (1968). 
Sargis Barkhudaryan 
Tbilisi native Sargis [Sarkis, Sergey] Barkhudaryan (1887–1972) was Alexander 
Arutiunian’s first composition teacher and a significant 
influence on the development of Arutiunian’s style.212 From a 
young age, Barkhudaryan studied piano at the Tbilisi 
Conservatory (then known as the Tbilisi Music School). 
Growing up in Tbilisi, Barkhudaryan experienced Armenian 
ashugh and peasant music as well as the works of Kara-Murza 
and Yekmalyan from a young age. At age 12, Barkhudaryan’s 
his family toured Armenia and he played for Komitas at 
Etchmiadzin. Komitas encouraged him to continue his studies and Barkhudaryan was 
                                               
210 Arutiunian, [Memoirs], 3. 
211 Shahverdyan, [Essays on the History of Armenian Music], 304–305. 
212 Except where otherwise noted, information on Barkhudaryan is based on M. Magakyan, Sarkis 
Barkhudaryan: Ocherk zhizni i tvorchestva [Study of Life and Creativity], (Yerevan: Sovetakan grokh, 
1978), 5–25; Mikael Ayrapetyan, “Liner Notes” in Barkhudarian: Four Oriental Dances, Twelve 
Armenian Dances, and Piano Pieces, Series 1 and 2 (Naxos/Grand Piano GP775, 2018), 5–7. 





deeply affected by the meeting.  
Barkhudaryan followed Komitas’s model and undertook piano and composition 
studies at Berlin’s Hochschule für ausübende Tonkunst [Royal School of Music] (1907–
1909). His sketchbooks from this time demonstrate the influence of Chopin, Schubert, 
Schumann, and Mendelssohn. After Berlin, he went to St. Petersburg and spent 1909–1917 
studying theory and composition at the Conservatory and privately with leading members of 
the St. Petersburg musical establishment. His teachers included Mikhail Gnessin, Alexander 
Zhitomirsky, Maximilian Steinberg, Josep Vitols, and Vasily Kalafati. He also received 
feedback and encouragement from Spendiaryan, who frequented the same St. Petersburg 
circles. 
After the 1917 October Revolution, Barkhudaryan returned to Tbilisi where he 
continued composing, gave successful concert tours, and became a leading voice in 
Armenian music. The same year, he joined the Tbilisi Conservatory as professor of 
counterpoint (replacing K’ristap’or K’ushnaryan, who left for St. Petersburg) and two years 
later became professor of composition (replacing Ippolitov-Ivanov). Barkhudaryan taught 
for over 30 years at the Tbilisi Conservatory (1923–1954). From 1933 to 1937 he also 
commuted to teach composition at the Yerevan State Conservatory and served as 
Arutiunian’s teacher. 
Barkhudaryan was a prominent exponent of the Armenian school of composition 
and is described as an heir to the piano lineage of Nikoghayos Tigranyan and Komitas.213 
                                               




The majority of Barkhudaryan’s output, for which he is best known, are miniature piano 
works. Many were composed during his St. Petersburg days: four Arevelyan parer [Eastern 
Dances] for piano (1910–1913) and twenty additional short pieces for piano (1910–1923). 
Later series of works includes Twelve Armenian Dances (1943), and three sets of Children’s 
Pieces (1942, 1952, 1958).214 Like his predecessors, his output includes arrangements of 
well-known Armenian songs, including arrangements of folksongs, Sayat’-Nova songs, and 
three albums of children’s pieces based on folk melodies. Unlike Kara-Murza, Yekmalyan, 
and Komitas, however, the majority of his compositions feature newly composed melodies, 
not quotations of folk material. Barkhudaryan’s melodies are composed in the style of 
Armenian peasant and ashugh songs and incorporate the characteristic dance rhythms, 
melodic style, and aesthetics. Biographer M. Magakyan, writing in the hyperbolic Soviet 
style, claimed that Barkhudaryan’s dance Naz-Par (circa 1910) is so characteristic of 
Armenian peasant dances that it has been included alongside the traditional peasant songs 
in Armenian villages as a part of the wedding ritual.215 In 1924, the newspaper Zarya 
vostoka [Dawn of the East] (Tbilisi) similarly praised Barkhudaryan: 
Sergey Barkhudaryan belongs to the most outstanding individual talents among 
the young school of Armenian music that has developed over the last fifteen 
years. Sincerity and elegant simplicity are the best elements of his music. His 
rich melody is quite original, he does not so much draw it from song folklore as 
he hears it in his soul and, at the same time, his songs are imbued with a true 
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national spirit: they live in rhythm, they are built on the Armenian national 
scale.216 
The more clear-eyed K’ristap’or K’ushnaryan wrote of Barkhudaryan’s four Armenian Songs 
(1926): 
The [arrangements of Armenian songs] of S. V. Barkhudaryan […] are 
distinguished by the great sophistication of the texture and the elegance of 
writing. With these compositions, Barkhudaryan added to our poor musical 
literature several more pages, composed in a unique, one-of-a-kind style. The 
exceptional sincerity and musicality of these works, in the style of peasant 
melodies, make them accessible not only to the children of the East, but 
successful even among an international audience.217 
 A number of the stylistic features of Barkhudaryan’s compositions are notable for 
their direct influence on Alexander Arutiunian. An excerpt from Barkhudaryan’s setting of 
Sayat’-Nova’s familiar melody Dun en glkhen (Example 1.35) is illustrative of 
Barkhudaryan’s compositional style, especially in the accompaniment by open fifth, moving 
harmonic rhythm, and the added seconds which highlight important notes in the melody. 
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Example 1.35: Barkhudaryan’s Dun en glkhen, mm. 17–25218 
In contrast to Spendiaryan’s Yerevan Sketches, which tends to emphasize a static drone bass 
(see Examples 1.31 and 1.34), Barkhudaryan’s bass is rarely this static. His harmonizations 
moves with the melody, usually one-to-a-bar (this is consistent among the works this author 
has examined). Barkhudaryan frequently employs the open fifths in the bass register, 
evoking the quality of a moving drone. The example above also illustrates Barkhudaryan’s 
use of added seconds. More distinctive than Melik’yan’s usage, they appear throughout 
Barkhudaryan’s output. He characteristically adds the second above or below a given 
melody note to emphasize key pitches. In form, Magakyan observes that the most common 
structure in Barkhudaryan’s piano miniatures is ternary form, sometimes set in a similar 
prelude–dance mawwal format as in Spendiaryan’s Yerevan Sketches (see discussion of 
                                               




Example 1.31).219 Lastly, Barkhudaryan employs also employs the 6/8–3/4 polymeter that 
is such a distinctive characteristic of Spendiaryan’s Enzeli. Examples of this polyrhythmic 
texture include his Naz-Par, Eastern Dance No. 4, Round Dance, Sketch in A major, and 
others. An excerpt from Naz-Par (c. 1910) is given below: 
Example 1.36: Barkhudaryan’s Naz-Par for piano, mm. 1–4220 
Magakyan notes that this polymeter is also “often found” in the works of Spendiaryan, 
Armen Tigranyan, Khachaturian, Arutiunian, and Babajanyan.221 Given the chronology, it 
is possible that Barkhudaryan is the originator of this device. Given the scarcity of extant 
published scores, however, an exhaustive search of Armenian music of the 1900s and 
1910s to establish this definitively is beyond the scope of the current study. Notably, each 
of the compositional devices observed above also appear to some degree in the early works 
of Barkhudaryan’s student Alexander Arutiunian.222 
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Aram Khachaturian (1903–1978) was born in the Armenian cultural center of 
Tbilisi.223 Music was common in his household growing up, and Khachaturian was 
interested and active in amateur music-making throughout his youth. He describes being a 
self-taught improvisor with his voice, ad hoc percussion, and an old piano. The turmoil of 
World War I and the October Revolution dominated his teenage years, and in 1921 he 
moved to Moscow for university studies in biology. After a year, he quit the university and 
enrolled in the Gnessin Institute to begin his first formal music education in cello. While 
there he studied composition with Glière. He subsequently enrolled in undergraduate and 
graduate courses of study at the Moscow Conservatory (1929–1934, 1934–1936), studying 
counterpoint with Genrikh Litinsky [Heinrich Litinskiĭ], orchestration with Sergei 
Vasilenko, form with Dmitri Kabalevsky, and composition briefly with Mikhail Gnessin 
and mostly under Nicholai Myaskovsky. Khachaturian quickly rose to the top of the Soviet 
musical establishment after the international successes of his Piano Concerto (1936) and 
Violin Concerto (1940).  
Khachaturian’s physical distance from Arutiunian and the timing of his successes 
limited Khachaturian’s direct influence on Arutiunian’s initial training and development. 
Khachaturian lived in Moscow starting in 1921 and, except for visits, he did not spend 
extended periods of time in Armenia. Since his rise to fame was concurrent with 
Arutiunian’s student years, his music was not in a position to dramatically influence 
                                               




Arutiunian’s early development. The most significant influence of Khachaturian on 
Arutiunian’s writing came later, during the 1940s and 50s. The specific influences of 
Khachaturian on Arutiunian are discussed in detail in Chapter Four. 
Compositionally, Khachaturian developed or inherited many of the compositional 
traits of the Armenian nationalist composers. Khachaturian was quoted earlier describing 
Komitas and Spendiaryan as the ‘patriarchs’ of Armenian music. Khachaturian often 
employs similar added seconds previously observed in the music of Melik’yan and 
Barkhudaryan. It became such a pervasive feature of his style that a recent Master’s thesis is 
devoted to examining his use of seconds and fourths.224 Khachaturian vividly describes the 
origin of this trait during his student days: 
Take my passion for [seconds] for which the critics and Conservatory teachers 
would turn on me (except Myaskovsky, of course). They have been a part of 
me since my childhood, when I used to hear trios of folk instruments—the tar, 
k’amancha, and tambourine [daira]. I delighted in them, taking the piercing 
sounds of the intervals as perfect consonances.225 
Khachaturian’s description highlights an important aspect of examining the techniques of 
the Armenian school. Soviet musicologist D. Arutiunov, in describing the influence of 
Khachaturian on other Eastern composers, suggests it is often difficult to differentiate 
between the dominating influence of Khachaturian on other Armenian and eastern 
composers and when those composers are drawing on the same “root sources” of their 
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One other distinctive difference between Khachaturian’s music and the music of 
Arutiunian and others in the Armenian school is his avoidance of drone-like textures. He 
attributes the genesis of this trait to his studies with Myaskovsky: 
Myaskovsky helped me greatly when I was learning to work with material; he 
taught me to elaborate a theme. Because of my Eastern ear, I had an inclination 
for immobile basses and organ points [pedal point]. [Myaskovsky] helped me 
to shake this off. He pointed out that a mobile bass ‘moves’ all music. […] He 
made me aware of the need to view the ‘problem of the basses’ differently. I 
may not always be successful in this, but I am always aware of it.227 
This point is a key differentiation: Khachaturian’s music avoids static bass and drone-like 
textures, whereas Arutiunian employs them freely in his early works and continues to use 
them frequently throughout the works examined in this study. 
Observations 
The preceding survey of Armenian music before 1930 explored the foundational 
concepts, events, and repertoires necessary to understand and contextualize the 
development and music of Alexander Arutiunian. These areas of knowledge include the 
modal and stylistic analysis of Armenian peasant and ashugh tunes, as collected by 
Komitas; the method of modal analysis of Armenian folk music articulated by Soviet 
Armenian composer and theorist K’ristap’or K’ushnaryan; the principal trends within the 
Russian nationalist school of the Kuchka which form the philosophical and technical basis 
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for the development of the Armenian national style; and the achievements of Armenian 
nationalist composers prior to 1930.  
While the rhetoric and techniques of the Kuchka formed the starting point from 
which most Armenian composers approached their craft, their approaches varied widely in 
both inspiration and character. Earlier composers such as Yekmalyan employed Kuchka-
devised techniques such as the use of harmonic major mode and plagalism to create a non-
European idiom when harmonizing existing melodies. Their work was largely confined to 
harmonizing existing melodies and the works are all of a small scope. Komitas’s unique 
combination of scholarly acumen and compositional mastery allowed him to expand upon 
the work of Kara-Murza and Yekmalyan to create pieces of lasting and widely recognized 
musical value, yet still largely confined his work to arranging existing folk melodies. Instead 
of adopting the Orientalist techniques of the Kuchka, Komitas focused on adapting 
alternative European models to Armenian music, including sixteenth-century counterpoint 
and the modal harmonic methods and non-functional sonorities associated with 
Impressionism.  
The generation after Komitas aspired higher, to distill Armenian musical 
characteristics and apply them into original melodic compositions. Barkhudaryan’s 
miniature dances, Melik’yan’s Impressionism-fueled Romances, and Spendiaryan’s first 
Armenian orchestral works each broke new ground in the Armenian school. While these 
composers decreasingly relied on the technical and stylistic formulas of the Kuchka, their 




folksong of their people and eschewing techniques too closely associated with European 
musical style. In this process, these composers began constructing an Armenian 
compositional vocabulary, including a specific 6/8+3/4 polymetric texture (Naz-Par, 
Yerevan Sketches), melodies derived from the same modal structure as folk songs 
(Melik’yan), and the device of added seconds (Melik’yan, Spendiaryan, Khachaturian). 
Aram Khachaturian came to prominence in the 1930s, the first prominent 
Armenian composers trained in the new Soviet system. Although Khachaturian is the most 
well-known Armenian composer internationally, his relationship to Armenian music is 
complex: born in Tbilisi (a center of Armenian culture at the time) and musically educated 
by Russians (Gnessin and Myaskovsky), he spent his entire mature career in Moscow, 
removed from his homeland. His distance and timing limited his direct impact on 
Arutiunian’s early development. After the success of his Piano Concerto (1936), he came to 
international prominence and had a profound influence on Armenian composers including 
Arutiunian. His influence on Arutiunian is especially notable in works after 1948 and is 
examined in detail in Chapter Four. 
In Chapter Two I will show that Arutiunian’s early works and compositional 
vocabulary include the techniques mentioned above. Even in his first works, Arutiunian 
composed fresh melodies that accurately emulate the structure of Armenian folk melodies. 
Arutiunian’s early period experimented with a variety of stylistic approaches based on the 
models we have seen, including aspects of the Russian and Impressionist lines in the 




push toward the stylistics of the Kuchka. In the 1960s, after Stalin’s death, Arutiunian’s 
middle-period style seems to look again to the Impressionist line of the early Armenian 
school as a way forward (a full examination of this trend and Arutiunian’s works after 1950 
is regrettably beyond the scope of this dissertation). Let us therefore now turn to a 






EARLY LIFE, INFLUENCES, AND STYLE 
I. YOUTH AND EDUCATION, 1920–1941 
Alexander Arutiunian was born in Yerevan, Armenia, in 1920. In the wake of the 
Armenian Genocide (1915–1917) and establishment of Soviet Armenia, the 1920s were 
both a tumultuous time and a time of new opportunities in Yerevan. By the time Arutiunian 
graduated from the Yerevan State Conservatory in 1941, he had studied with some leading 
Armenian composers, won compositional awards, earned praise from Spendiaryan, 
Melik’yan, and Khachaturian, and received degrees in both piano and composition. 
Arutiunian’s published compositions from this time demonstrate features of his mature 
compositional vocabulary, the characteristic influence of both Spendiaryan and 
Barkhudaryan, and that his lifelong embrace of Armenian nationalist style was established 
at an early age.  
Family and Early Life 
Alexander’s father, Grigor Arutiunian, was the son of a village priest in the 
Armenian town of Şavşat (then known as Shavshet, now part of Turkey) and a lifelong 
officer in the Armenian military.228 Grigor was engaged in military training in Tbilisi 
when, in 1918, his family perished along with the population of Şavşat in a massacre by 
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Turkish forces. Arutiunian’s mother, Eleanor Gevorgyan, was born to the family of a 
wealthy Yerevan merchant of the first guild, Alexander Gevorgyan.229 She studied art in 
Moscow but the tumult of the Armenian genocide (1915–1917), the October Revolution 
(1917), Russian Civil War (1917–1922), and the formation of the First Armenian Republic 
(1918) prompted Eleanor to abandon her studies and return to Armenia. In 1919, Grigor 
and Eleanor married and settled in the fortified Armenian city of Kars, where he was 
serving. The next year, Eleanor became pregnant and relocated to the relatively safer capital 
of Yerevan. Their son Alexander was born on September 23, 1920.230 One month later, 
Kars was overtaken by the Ottoman military and the depleted Armenian Republic 
capitulated to Ottoman territorial demands.231 In December, during those negotiations, the 
Soviet Army advanced from neighboring Azerbaijan, occupied Yerevan, and established 
Soviet rule over what was left of the Armenian Republic.232 The region including Kars, 
Şavşat, and the majority of ‘historical Armenia’ was now permanently part of the hostile 
country that is now Turkey. 
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Figure 2.1: Arutiunian family portrait (1937)233 
From left: Alexander, Eleanora (mother), Isabella (sister), Grigory 
(father) 
Living conditions in Yerevan during the 1920s were quite difficult. Dissolution and 
civil war in the Russian Empire, assimilating an enormous number of refugees, and 
establishing a new governmental system led to food shortages, disease, and other 
hardships.234 In light of these conditions, young Arutiunian was sent to the care of his 
maternal grandmother, Varsenik Gevorgyan. Gevorgyan was educated, wealthy, and ran a 
well-established homestead in the picturesque mountain village of Stepanavan, in the 
northern Lori region of Armenia. In Lori, Arutiunian encountered musical and intellectual 
influences that made lasting impacts on his development. Gevorgyan was a highly educated 
woman and her home was an important part of the region’s intellectual life. Her  
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father, Tigran Ter-Davtian, was educated in Crimea, the Venice (at the Mekhitarist 
community), and Cairo. Ter-Davtian returned to Stepanavan, acquired a substantial amount 
of land, and founded an important regional school. At that 
school, Varsenik was a classmate of the famous Armenian 
poet Hovhaness T’umanyan.236 T’umanyan became 
Varsenik’s lifelong friend and a frequent visitor to her 
home. Exposure to the cosmopolitan, intellectual, and 
artistic environment of the Gevorgyan home began 
cultivating young Arutiunian’s broad and life-long interest 
in art and literature.237 Arutiunian became very close his 
grandmother and the environment in Stepanavan, and 
returned there frequently during summers and vacations 
throughout his life.238 
The Lori region is known as a center of Armenia’s ashugh musical tradition and 
Alexander took a keen interested in this music.239 He entertained himself by following the 
travelling ashughs who frequently passed through town. Varsenik’s brother, Hakob 
Gevorgyan, often sang Russian and Armenian folk songs and romances in the Gevorgyan 
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Figure 2.2: Grandparents 





household while accompanying himself on guitar. Arutiunian also watched a local choir led 
by T’at’ul Altunyan (later the long-serving director of the Hayastani Zhoghovrdakan Yergi-
Pari Hamuyt’ [Armenian Folk Song & Dance Ensemble]). In hearing this choir rehearse 
and perform he was exposed to the music of Kara-Murza, Yekmalyan, and Komitas.240 
Yerevan Blossoming 
During the 1920s and 1930s, Armenia underwent a remarkable transformation. 
This was in part a result of substantial investment by the central Soviet authorities in the 
cultural development of the Soviet periphery (i.e. ethnic republics, including Armenia). 
Soviet founders fashioned the old Russian Empire into a federal system of Soviet Socialist 
Republics, including core Russian, Belorussian and Ukrainian republics, Caucasian 
republics (Georgia, Armenia, and Azerbaijan), Central Asian republics, and Eastern 
European republics. While repression and purges were common tools of Soviet domination, 
the Soviet economic and cultural approach in the ethnic republics was different than 
traditional colonialism. Lenin respected the power of national identity and believed that 
dissolving or repressing nationalist aspirations creates resistance and resentment. Instead, he 
sought to develop a native socialist culture and political cadres who would lead from 
within.241 
Given Western stereotypes of the Soviet system, it is perhaps surprising that cultural 
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nationalism was promoted within the ethnic republics. This strategy employed nationalist 
rhetoric to achieve the ends of the socialist society, and effectively absorbed the nationalist 
aspirations of the constituent republics by offering cultural freedom while denying more 
problematic economic or military freedoms.242 American musicologist Andy Nercessian 
clarifies succinctly:  
Lenin was […] aware of the impossibility of holding together such a vast 
variety of cultures and peoples without making some concessions [… 
including] the right to defend and preserve their cultures and traditions as they 
saw fit.243  
Soviet authorities encouraged what they considered harmless forms of national 
assertion, and music was as harmless a medium for such assertions as the 
Soviet authorities could hope for.244 
Soviet central authorities promoted local vernacular languages in newspapers and literature 
and development of ethnic educational and cultural institutions.245 Armenia was now ruled 
by Armenians who were charged with creating Armenian cultural and educational 
institutions for the first time in over 700 years. Armenian nationalist cultural sentiment, 
which had been building steadily since the mid-nineteenth century, was given an outlet by 
the Soviet system. 
At the same time, Yerevan underwent a profound physical transformation. At the 
start of the twentieth century, it was a provincial fortress-town of just under 30,000 
residents: slightly smaller than neighboring Gyumri and dwarfed by Tbilisi, the principal 
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city of the Caucasus (population: 160,000).246 Yerevan was appointed Armenia’s capital 
during the short-lived Republic of Armenia (1918–1920) and subsequently swelled with the 
massive influx of Ottoman-Armenian refugees fleeing the genocide.247 In the first decade 
of Soviet Armenia, it continued growing as diasporan Armenians migrated to the new 
Soviet Armenian homeland. According to the 1926 census, Yerevan had more than doubled 
its population in a decade to 65,000; over half of the residents of Yerevan had been born 
elsewhere, and 21% of the total Armenian population were born in another country.248 By 
the 1939 census its urban population surpassed 200,000.249 Arutiunian biographer Sergei 
Koptev describes Yerevan in the early 1930s: 
Old Yerevan was conceding to the new. There were still many small, dilapidated 
homes with clay roofs, narrow dirty streets, and unsightly alleys [… but] it was 
exciting to see new streets with asphalt, the open squares, beautiful and multi-
level new buildings [… and] the contrasts between old and new could be seen 
everywhere. Numerous new parks were noticeable, green yards and next to 
massive construction bins full of debris from new streets under construction. The 
city was preparing to put in a trolley. Yerevan’s progression could be seen day 
after day. But still in the city there existed the old Ghant’ar [market district] with 
its many shops, vendors, and even traders with their donkeys and camels. They 
still maintained the lifestyle and backwards customs of a distant past that had 
been passed down. But beside that, new Yerevan was growing. […] The new life 
was providing a passionate, romantic excitement for the younger generation, for 
their goals and dreams.250 
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Figure 2.3: Yerevan’s Ghant’ar [market square] district (1923)251 
The Soviet Armenian government worked to establish Yerevan as the long-awaited 
Armenian cultural homeland.252 They invited prominent artists and intellectuals to migrate 
and establish new national cultural and educational institutions in Yerevan. Composer 
Ṛomanos Melik’yan resettled from Tbilisi in 1921, among the first to answer the call. He 
founded the Yerevan State Conservatory (1923) and the national opera company (1933), 
and actively promoted the establishment of the musical culture and education in 
Armenia.253 Martiros Saryan, the patriarch of Armenian painters, also arrived in 1921 and 
designed the coat-of-arms for the new Armenian state.254 St. Petersburg architect 
Alexander T’amanyan (1878–1936) arrived in 1923 and designed and implemented a new 
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city plan for Yerevan which included squares and boulevards, a hydroelectric station, and an 
opera house.255 In 1924, Spendiaryan arrived, joined the faculty of the Yerevan State 
Conservatory, composed his landmark Yerevan Sketches (1925), and founded the Armenian 
Philharmonic Orchestra (1926).256 Within a this short period of time, many leading 
Armenian intellectual and cultural figures relocated to Yerevan and began to establish the 
rich artistic and cultural environment in which Alexander Arutiunian was educated.257 
First Studies 
In the midst of this growth and transformation Arutiunian returned to Yerevan in 
1926. Responding to the musical interest he had developed in Stepanavan, Arutiunian’s 
parents purchased a piano and Arutiunian quickly learned to play by ear, including the 
popular dance tune Yablochko [Little Apple].258 After hearing a concert of Spendiaryan’s 
works with the Armenian Philharmonic Orchestra, conducted by the composer himself, 
Arutiunian went home and worked out Spendiaryan’s harmonizations of the familiar ashugh 
melodies (he reports having perfect pitch helped in this regard). The following year, at age 
7, he auditioned for Spendiaryan at the Conservatory. For his audition, Arutiunian played 
songs he had learned by ear, including the popular dance tune Yablochko, Enzeli (from 
Yerevan Sketches), and Haytarma (from Spendiaryan’s Crimean Sketches). Spendiaryan was 
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pleased and accepted him into the Conservatory’s newly-formed children’s class. Although 
Arutiunian’s audition with Spendiaryan was their only meeting before the latter’s death in 
1928, Arutiunian never forgot Spendiaryan’s kind words and encouragement.259 
The Conservatory children’s group was taught piano by Olga Babasyan (1889–
1969), a Yerevan native who recently completed training at the conservatories in Tbilisi 
(1920) and St. Petersburg (1926).260 Babasyan returned to Yerevan in 1927 and joined the 
faculty of the Yerevan State Conservatory, where she taught for the rest of her life. In 
Koptev’s slanted Soviet-era biography, she is quoted recalling her first meeting with young 
Arutiunian, who during his younger years went by the nickname Kotik [kitten]: 
During out first meeting, Kotik played Haytarma and Enzeli. I was amazed at 
the temperament of his performance, the precision of the rhythm, his 
fearlessness, as well as the amazingly accurate harmonies he had chosen by ear. 
There was no questioning the boy’s vast musical aptitude. During lessons, he 
was captivated [… and] he would get extremely enthusiastic, his beady, black 
eyes would start to shine slyly. Studying this or that piece of composition, from 
the very first moment he would play emotionally and expressively, occasionally 
paying special attention to examining the technical details. Right from the start 
of our lessons, it became evident that the boy had a rich feel for expressing 
rhythm.261 
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Babasyan was Arutiunian’s primary piano teacher throughout his student years in Yerevan, 
first in the Conservatory children’s program (1927–1930), then at the Alexander 
Spendiaryan Music School (an after-school K–8 program; 1930–1934), in the 
Conservatory’s preparatory group (1934–1936), and finally as a collegiate student at the 
Yerevan State Conservatory (1936–1941).263 
During his four years at the Alexander Spendiaryan Music School, Arutiunian 
began his first experiments in composition, starting with little improvisations and 
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Figure 2.4: Olga Babasyan (center) with her students (1941)262 





arrangements of folk songs. Arutiunian’s work as a pianist and a composer attracted 
attention from the musical establishment. Ṛomanos Melik’yan, by then the impresario of 
Armenian musical education, observed him at one of the school’s monthly concerts and 
sent him home with a note praising his interpretation of Mozart. Melik’yan also learned that 
Arutiunian had a poor-quality piano at home and successfully requested the ministry of 
education to provide his family with funds to purchase a better instrument from St. 
Petersburg.264 In the Fall of 1934, Melik’yan publicly praised Arutiunian in the journal 
Khorhrdayin arvest [Soviet Art]:  
Today, on the day of the fourteenth anniversary of the Sovietization of 
Armenia, we have young composers born and raised in Soviet times, [Kotik] 
Arutiunian and [Arno] Babajanyan, who outperform many of the prominent 
musicians of the past with their worldview and coloring of their 
compositions.265 
Arutiunian recalls having an abundance of influential musical experiences in 
Yerevan during the 1930s.266 Arutiunian specifically noted performances by Soviet 
musicians Emil Gilels (piano) and David Oistrakh (violin), both of whom went on to 
become icons of Soviet musical world. Also influential was recital by Sergei Prokofiev, 
featuring his own Third Piano Sonata. Arutiunian would later perform this work himself 
and Prokofiev became an important influence on Arutiunian’s mature style.267 He also 
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recalls hearing the seminal arrangements of Armenian folksongs by Sergei Aslamazyan and 
the Komitas Quartet as well as the premiere production of Spendiaryan’s Almast in the new 
Yerevan Opera and Ballet Theater in 1933. 
Socialist Realism and the Armenian Kuchka 
In the early 1930s, contemporary with Arutiunian’s pre-conservatory schooling, 
Joseph Stalin consolidated his control of the Soviet bureaucracy and began the process of 
bringing Soviet culture under direct control of the Party.268 In the 1932 resolution ‘On the 
Restructuring of Literary and Artistic Organizations,’ existing independent music 
organizations (with journals, conferences, etc.) were dissolved by fiat and replaced by state-
run unions of Soviet composers established in each city or ethnic republic, including 
Armenia.269 In the following year the official journal Sovetskaya muzkya [Soviet Music] was 
founded.270 The Union of Moscow Composers initially handled coordination between the 
local unions prior to the establishment of an all-union Union of Soviet Composers.271 
Finnish music historian Meri Herrala finds that the Moscow union was inefficient in this 
task and oversight of the outlying republics was limited prior to 1948.272 Concurrently, 
Arutiunian’s published compositions during this time demonstrate little of the Socialist 
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Realist style that was developing in Moscow and St. Petersburg. 
These composers’ unions were charged with using culture to further Soviet 
cultural and ideological goals. To that end, it was decreed that any work officially 
sanctioned by these institutions (i.e. any work that was to be performed, published, 
recorded, and paid for) was to adhere to the tenets of Socialist Realism.273 The theory of 
Socialist Realism, its practice, and the divergence between the two have been examined 
at length in recent years by a number of high-quality monographs. Marina Frolova-
Walker cuts to the heart of the matter: 
“Socialist realism” was never worked out as a coherent theory, although 
enormous efforts were expended in attempting to create the illusion of one. 
Rather, it amounted only to a range of slogans with obscure gray valleys 
between them. In truth, officials found this vagueness and lack of coherence far 
too useful to be sacrificed, for it allowed them unlimited flexibility in 
manipulating artists.274 
The one Socialist Realist principle that deserves attention here is narodnost’ 
[people-ness or nationality]. In music, this broadly required music that was aimed at and 
accessible to a proletarian audience (nothing too sophisticated or over-complicated). An 
excerpt from a 1925 speech by Stalin illuminates the ideological framework in which 
narodnost’ was promoted: 
We are building proletarian culture. This is absolutely right. But proletarian 
culture, which is socialist in its content, takes on different forms and means of 
expressions with the different peoples who have been drawn into socialist 
[society], depending on differences of language, lifestyle, etc. Proletarian in 
content and national in form, this is the pan-human culture that socialism is 
moving towards. Proletarian culture does not cancel out national culture, but 
provides it with content. And vice versa: national culture does not cancel out 
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proletarian culture, but provides it with form. The slogan of national culture 
was a bourgeois slogan when the bourgeoisie was in power and the 
consolidation of a nation took place under the aegis of the bourgeois way of 
life. But now that the proletariat has come to power, the slogan of bourgeois 
culture has become a proletarian slogan, and the consolidation of a nation is 
taking place under the aegis of the Soviet power.275 
This ideology was the foundation of a 1934 decree “The Development of Cultures 
National in Form and Socialist in Content.”276 Frolova-Walker observes that the effect of 
this slogan was that composers in the ethnic republics found safe territory by substituting 
nationalism for realism in Socialist Realism without otherwise altering Stalin’s 
instructions.277 Basing compositions on national folk music was an explicit way of 
satisfying the expectations of Socialist Realism.  
One result of this ideological line was to encourage Armenian music to continue 
in the direction of Armenian nationalism. Although Kuchka-style Russian musical 
nationalism had been abandoned by Soviet modernist composers of the 1920s, the 
Armenian national style was just beginning to mature at this time. If anything, the 
creation of a new Armenian homeland brought new energy and enthusiasm to the 
development of the Armenian national school. Stalin’s decree and slogan in the 1930s 
further secured development of Armenian music along existing nationalist lines for 
another two decades. 
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Another important result of the 1934 decree was the resurrection and glorification 
of the Kuchka. Official statements in Sovetskaya muzyka rehabilitated and mythologized 
the Russian national school of Glinka, the Kuchka, and Tchaikovsky and presented them as 
“the only legitimate starting point for the future development of Soviet Music.”278 A 
contemporary exhortation by Soviet musicologist Georgiĭ Khubov gives a flavor of this 
campaign: 
All great masters, all great composers of the past (of all peoples, without 
exception!) proceeded from [folk music]. And, on the contrary, those who 
were locked in a narrow world of shallow, subjective feelings, and who tried to 
“create [music] out of their own selves”—eventually found they had departed 
from the culture of the people. Their false creations were rejected by the 
people, because the people will not tolerate a fraud.279 
Even the very image of the Mighty Handful itself was recycled and applied to the ethnic 
republics, as in this 1948 statement of Tajik composer Manas Leviyev:  
Let us create Mighty Handfuls across the whole of our multinational 
Motherland, so that we would not have just one Mighty Handful in Moscow, 
but sixteen in our national republics.280 
A well-known inflection point in this campaign was the 1936 denunciation of 
Dmitri Shostakovich, when his opera Lady Macbeth of Mtsensk was discovered to harbor 
formalism and Shostakovich responded with his more acceptable Fifth Symphony (1937). 
Arutiunian only hints at his feelings about this campaign in recalling his reaction to these 
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With youthful immediacy we reacted to […] the 1936 editorial articles of 
Pravda, “Muddle instead of music” and “Ballet falsehood,” where the center of 
criticism was the work of Dmitry Shostakovich. I remember the tone that 
produced a sharp, destructive impression of these articles. In the spirit of that 
time, our national press could not fail to respond to this. In particular, Haro 
Stepanyan's opera Kaj Nazar [Brave Nazar], staged at the Yerevan Opera 
Theater, was blasted by the press. This work was a significant phenomenon in 
the genre of satirical opera, and it is very unfortunate that since that time it has 
been forgotten.281 
This campaign shaped the direction of Armenian music in the period of 1930 to the 
1950s and consequently his musical development along those lines. Arutiunian was also the 
beneficiary of the mythology of creating ethnic Kuchkas. Arutiunian and several of his 
childhood classmates went on to become leaders of the Soviet Armenian musical 
establishment and later earned the moniker of the ‘Armenian Kuchka.’ Arutiunian, along 
with Arno Babajanyan (1921–1983), Ghazaros Saryan (1920–1998), Adam Khudoyan 
(1921–2000), and Ēdvard Mirzoyan (1921–2012), were all born in 1920–1921 and were 
the most successful composers of the first generation trained in the new Soviet Armenian 
system. In addition to teaching at the Yerevan State Conservatory, Arutiunian became the 
artistic director of the Armenian State Philharmonic (1954–1991), Mirzoyan served as 
head of the Union of Soviet Armenian Composers (1956–1991), Saryan became rector of 
the Yerevan State Conservatory (1960–1986), and Khudoyan acted as secretary of the 
Union of Soviet Armenian Composers (1971–1991). Babajanyan taught at the Yerevan 
State Conservatory starting in 1948, but was diagnosed with sarcoma and left the post in 
                                               




1956 to move back to Moscow where he continue his performing and composing career.282 
Babajanyan enjoyed Union-wide popularity as a concert pianist and composer of pop music 
until his death in 1983, but was not as directly involved in Armenian musical administration 
as the others. 
Figure 2.5: The ‘Armenian Kuchka’ in the studio of Martiros Saryan (1981)283 
(L–R:) Arutiunian, Saryan, Babajanyan, Khudoyan, Mirzoyan 
More than just classmates or a convenient Armenian sequel to the glory days of St. 
Petersburg, Arutiunian shared a genuine friendship with these four: 
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Life gave me the happiness to be a friend of such personalities as Arno 
Babajanyan, Lazar Saryan, Edward Mirzoyan, Adam Khudoyan… In close 
contact with them my life passed, and a part of each of them lives in me.284 
Preparatory Program at the Yerevan State Conservatory 
In 1934, Arutiunian, Babajanyan, and Saryan were all accepted into the 
compositional preparatory program at the Conservatory, and they were joined the following 
year by Ēdvard Mirzoyan. Another classmate of theirs was Ṛobert At’ayan, who later 
become a leading Armenian musicologist and whose writings and leadership of the 
complete works publication of Komitas has been important to the present study. The 
composition classes were taught by Sargis Barkhudaryan (See Chapter One) who 
commuted from Tbilisi to teach at the Yerevan State Conservatory 1933–1937. Since he 
was not present full time, his assistant Vardges Talyan also helped teach the students.  
 Of his studies with Barkhudaryan, Alexander Arutiunian recalls:  
We jokingly called Barkhudaryan ‘the Armenian Maykapar,’ as he wrote 
mostly piano miniatures [after Samuel Maykapar, a Russian Romantic pianist, 
professor at the St. Petersburg Conservatory, and composer of many piano 
miniatures –FS]. My first composition written in the composition class, 
Armenian Dance for piano, was written in the spirit of the works of 
Barkhudaryan. […] Initially our studies were focused on the composition of 
works of small and medium forms. Our experiments in the field of harmony 
were directed primarily at employing fourths, fifths, and seconds as 
consonances, as the most suitable to the structure of Armenian music, 
according to the notions of the time. But we ourselves were looking for new 
harmonic structures corresponding to the chosen melodic or thematic 
formations.285 
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Of his teaching philosophy, Barkhudaryan wrote that “The upbringing of children should 
be conducted primarily on native material”286 and about his album of piano pieces for 
children (1939), he said: 
Working on these miniature pieces, I proceeded from a certain creative 
attitude: first, to give our children artistically complete light pieces on folksong 
material in a form accessible for them; secondly, to approach the problem 
creatively. The folk songs and dances used in the pieces are not just quotations, 
but creatively arranged songs, where the characteristic color and specifics of 
the Armenian folk melodies are preserved.287 
Arutiunian’s output from his Conservatory days demonstrates the impact of 
Barkhudaryan’s philosophy. Each of his published works from this time has a clear 
connection to the folksong idiom. In studying with Barkhudaryan during his early years, 
Arutiunian formed a compositional method based in key features of Armenian folk music. 
This nationalist style was also safe territory for exploration under the evolving banner of 
Socialist Realism. 
                                               






Figure 2.6: Yerevan State Conservatory composition faculty with their students (1934)288 
Back row (L–R): Alexander Hovhannisyan, Ashot Sat’yan, Azat Shishyan 
Middle row (L–R): Vardges Talyan, Sargis Barkhudaryan, K’ristap’or K’ushnaryan 
Front row (L–R): Ghazaros Saryan, Arno Babajanyan, Alexander Arutiunian 
Vardges Talyan (1896–1947), Barkhudaryan’s assistant, was the son of a prominent 
and important Armenian ashugh, Ashugh Sheram [Grigor Talyan] (1857–1938). Talyan did 
not study in St. Petersburg, but trained with Barkhudaryan and Nikolai Tcherepnin (both of 
the Kuchka lineage) at the Tbilisi conservatory, graduating in 1926.289 Arutiunian 
remembers him as a warm and supportive teacher: 
He was an excellent connoisseur of peasant song and the ashugh folk music. He 
generously shared with us his knowledge, trying to awaken in us the love of 
folk music [… but also] amazingly sensitive to the individual characteristics of 
the gift of each of us, trying to identify and develop our potential.290 
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Figure 2.7: Vardges Talyan (second from left) with his composition class (1940)291 
Alexander Arutiunian presenting a new composition at the piano 
Among other compositional work, Talyan edited and published several collections 
of contemporary Ashugh songs, including those of his father.292 In addition to studies of 
gusan and ashugh folk music, Talyan was also known for teaching his students to study 
carefully the music of Kara-Murza and Komitas.293 
Yerevan State Conservatory 
Arutiunian entered into the main course of studies in the Yerevan State 
Conservatory in 1936 at age fifteen (He recalls that they did not enforce age limits). He 
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joined the composition studio of Vardges Talyan and the piano studio of Olga Babasyan. 
During his studies, Arutiunian earned several top honors as a composition student.294  
In 1938, Arutiunian was chosen by Talyan, together with Arno Babajanyan and 
Tunik Hovhannisyan (1908–1941, a composer studying in St. Petersburg), to perform a 
joint recital of their compositions at the Armenian House of Culture in Moscow.295 This 
honor prompted Arutiunian’s first meeting with Armenian musical patriarch Aram 
Khachaturian (1903–1978), who attended the recital and publicly supported the young 
composers in the newspaper Sovetskoe iskusstvo [Soviet Art]:  
Of course, the first compositional experiments of both [Arno] Babajanyan and 
[Kotik] Arutiunian are still student-like, but they allow us to hope that with 
persistent, systematic work and proper pedagogical guidance, both young 
composers will achieve true compositional mastery.296 
In 1939, the Yerevan State Conservatory celebrated the one-thousandth anniversary 
of the national epic poem Sasuntsi Davit’ [David of Sasun] by holding a composition 
competition requiring use of its verses as text. Arutiunian’s Ti govem Khandot’ khanum 
[Praising Khandot Khanum] won first prize in the competition. That same year, he joined 
the Union of Soviet Armenian Composers and was invited to compose a work for chorus 
and orchestra for the closing concert of the 1939 Armenian dekada [10-day festival of 
ethnic culture] in Moscow.297 
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For his graduation exam from the Conservatory, Talyan challenged Arutiunian to 
write his first large-scale, multi-movement work. Inspired by a 1939 performance of 
Khachaturian’s Piano Concerto in Yerevan, he decided to write his own Piano Concerto. 
Although never published or recorded, Eolyan describes Arutiunian’s Piano Concerto as 
drawing influence from Khachaturian’s. Arutiunian himself relates that: 
The images and moods of the work were characteristic of my music of those 
years. An energetic march-like main theme of the first movement, 
contemplative lyrics of the second, and dance-like character of the finale – 
these are the main ‘parameters’ of this work.298 
For Arutiunian’s graduation exams in 1941 he performed Beethoven’s Appasionata Sonata 
and the two-piano version of his Concerto. Arutiunian passed his exams with honors and the 
examination committee strongly recommended he pursue advanced study in Moscow. 
II. EARLY COMPOSITIONAL STYLE 
An examination of Arutiunian’s output during these student years provides evidence 
that his early opuses experiment with different approaches for combining Armenian folk 
and ashugh musical characteristics with prevailing idioms characteristic of the Armenian 
school. His first published work, Armenian Dance, encompasses many of his characteristics 
and is examined more thoroughly below. Examination of selected excerpts from other 
published works identifies the range of musical devices Arutiunian employs, including 
modal construction, melodic motives, phrasing, rhythmic texture, rhythmic motives, and the 
musical vocabulary developed by Barkhudaryan and Spendiaryan.  
                                               




Overview and Stylistic Features 
In analyzing Armenian Dance (1935), Armenian pianist and professor Vyacheslav 
Yedigaryan gives a description that could apply equally well to most of Arutiunian’s student 
works:  
[Arutiunian’s Armenian Dance] is in line with the general musical atmosphere 
of Armenia of the 1920s and 30s with its fascination with the folk-professional 
music of Transcaucasia and some detachment from the contemporary 
achievements of the European music [e.g. Serialism, Neoclassicism, and 
Expressionism]. Even in the capital, the musical atmosphere was primarily rich 
with country and city folk music, ashugh and gusan songs.299 
The melodic material in these works is almost universally colored with Armenian melodic 
characteristics. As a contrasting example, in the middle portion of the first of Three 
Preludes, Arutiunian uses a Chopin-esque construction which Yedigaryan accurately 
describes: 
The melodic material in [… this] part—which is not at all characteristic of 
Arutiunian—is devoid of the national character.300  
Far from the empty Soviet-style rhetoric, Yedigaryan’s description speaks to Arutiunian’s 
pervasive use of Armenian melodic characteristics during this time. 
 In the area of harmony, it is worth repeating here Arutiunian’s self-assessment:  
Our experiments in the field of harmony were directed primarily at employing 
fourths, fifths, and seconds as consonances, as the most suitable to the structure 
of Armenian music, according to the notions of the time.301  
Similar to the Armenian composers who preceded him (Spendiaryan, Melik’yan, 
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Barkhudaryan, and Komitas), Arutiunian’s early works tend to avoid of triadic harmony and 
clear functional-harmony progressions. Larger structural harmonic devices like the 
dominant pedal are used sparingly and phrase level harmonic motion is mostly static or 
marginalized. There is little of anything resembling Kara-Murza’s four-voice homophonic 
texture. Arutiunian inherits the device of added seconds previously examined in the works 
of Barkhudaryan and described by Khachaturian. Arutiunian also mentions fifths, of which 
he makes ample use, often without a third to soften the texture. Lastly, Arutiunian 
composes around static bass drones and drone-like open fifths, which become prominent 
elements in his later, Big Soviet vocabulary.  
Three characteristics are prevalent in the area of structure and form which were 
likely inherited from his teacher Sargis Barkhudaryan. The first is a clear preference for 
ternary form. A majority of his works during this time are in three-part form, and 
throughout his career it becomes one of his most frequently-employed structures. To cite 
just one example, after the expected sonata form in the first movement of Arutiunian’s 
Piano Concertino (1951), the second and third movements are both set as a simple ternary 
form. Also like his teacher, all Arutiunian’s student works except his Piano Concerto (1941) 
are brief in scope and duration. Longer than Barkhudaryan’s ‘miniatures,’ Arutiunian never 
develops the expansive (some would say long-winded) character of Khachaturian’s 
symphonies and concerti. These early works, starting with Armenian Dance, also 
demonstrate the beginning of a tendency toward symmetric formal elements including 




surmised to be at least partly on account of the influence of Arutiunian’s teacher, Sargis 
Barkhudaryan. 
Arutiunian never publicly discussed his own works, process, methods, or 
inspirations in detail. In his Memoirs, and in available interviews and articles, his reflections 
are limited to vague generalities and only a handful of details. Conclusions drawn in these 
analyses are therefore based on score analysis and the observations of other researchers. 
Five works from this time period are published and available for study: Haykakan par 
[Armyanskiĭ tanets, Armenian Dance] (1935) was published in 1937 and reprinted 
throughout the Soviet era; Hovvergakan [Pastoral’, Pastoral] (1936) and Temi yev 
variats’ianer [Tema s Variatsiyami, Theme and Variations] (1937) were left unpublished for 
40 years until a 1977 collection of Piano Works by Soviet Composers; Yerek prelyud [Tri 
Prelyudii, Three Preludes] (1938) was published in 1939; Ēk’spromt [Ėkspromt, Impromptu] 
for cello and piano (1941) was first published in 1946 and appears to be the second-most-
frequently-reprinted of any of Arutiunian’s works, after the Trumpet Concerto.302 The 
absence of published scores for at least nine other unpublished works, including all of 
Arutiunian’s vocal works from this time, and the high likelihood of additional student works 
leaves open the need for a more comprehensive study based on direct examination 
Arutiunian’s manuscripts. The complete list of known works up to 1941 is summarized in 
the table below. 
                                               




Figure 2.8: Known early works of Alexander Arutiunian (1934–1941)303 
Known Early Works of Alexander Arutiunian, 1932–1941 
Poem SevanHek-i masin [Poem about the Lake Sevan Hydropower Station] for 
piano 
1934 
Haykakan par [Armenian Dance] for piano 1935 
Haf, haf, ayspes hach’um yem yem [Haf, Haf, I Bark Like That] for voice and 
piano 
1935 
Ballad 26 komisarneri masin [The Ballad of the 26 Commissars] for piano 1935 
Hovvergakan [Pastoral] for piano 1936 
Temi yev variats'ianer [Theme and Variations] for piano 1937 
Yerek prelyud [Three Preludes] for piano 1938 
K’aylerg [March] for two pianos 1938 
Lori horovel [Work Song from Lori] voice and piano  unknown 
Ighdz [Desire] for voice and piano  unknown 
Ti govem Khandot’ khanum [Praising Khandut’ Khanum] for baritone and piano  1939 
Ureni [Under the Willow] for voice and piano 1939 
Ēk’spromt [Impromptu] for cello and piano 1941 
Konts'ert [Concerto] for piano and orchestra 1941 
Direct Quotations 
Arutiunian uses direct quotes of traditional Armenian melodies occasionally 
throughout his career, beginning with three works during his student years. It is a notable 
circumstance that both Barkhudaryan’s arrangements of eight Sayat’-Nova melodies and the 
first publication of twelve of Kara-Murza peasant song settings were published in Yerevan 
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in 1935 alone.304 Perhaps following the model of these new publications, three of 
Arutiunian’s unpublished works from his student years are settings or quotations of 
Armenian melodies. Unfortunately, the first two are not acknowledged in Arutiunian’s 
Memoirs and dates of their composition are not known.305 
First, Arutiunian’s Lori Horovel [Ploughing Song from the Lori region] is an 
arrangement of an Armenian peasant labor song. Komitas originally transcribed this 
melody, composed a choral arrangement, and authored a well-known analysis of the folk 
melody.306 Soviet biographer Isabella Eolyan offers a description, in the Soviet style: 
Arutiunian’s treatment […] does not feel like the restrained and harsh epic of 
Komitas, but rather a lyric-epic song. Abandoning the mournful pathos of labor 
songs, brilliantly embodied by Komitas, Arutiunian managed to preserve the 
specific folk character [… of] this very peculiar and developed genre of 
national art.307 
Second, Arutiunian set Ighdz [Desire] a song by Ashugh Jivani (1846–1909). Again, Eolyan 
describes: 
the feeling of the composer of the gusan style immediately makes itself felt. 
The bright, expressive melody of Jivani is emphasized by a kind of piano 
accompaniment, as if delineating an independent rhythmic-intonational basis so 
characteristic of instrumental accompaniments in the ashugh’s improvisation 
songs.308 
Third, according to the account by Sergei Koptev, the middle movement of Arutiunian’s 
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unpublished Piano Concerto contains a quotation of the Armenian peasant song Alagyaz, a 
popular melody that was transcribed and arranged by both Komitas and Kara-Murza. The 
Alagyaz folk melody (Example 2.1) seems to have held special interest for Arutiunian, since 
he quotes it at least four times throughout his career: in the second movement of his Piano 
Concerto (1941), in the unpublished Song about Aragats for cello ensemble and piano 
(1945), in the first of Two Vocalises for voice and piano (1964), and in a middle episode of 
the Rhapsody for Trumpet and Wind Ensemble (1990).309  
Example 2.1: Komitas’s Alagyaz, mm. 4–6310 
An analysis of Arutiunian’s settings of these settings of folk melodies is not possible 
without published scores or recordings. What is clear from Arutiunian’s later works is that 
direct quotation of authentic tunes is a part of Arutiunian’s musical vocabulary throughout 
his career. In addition to the four examples cited above, Arutiunian also quotes Ay 
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baghmanchi [Hey, Gardner] in Armenian Rhapsody (1950), Jurn ara [I got water] in Piano 
Concertino (1951); the patriotic song known in Russian as Smert’ geroya [Death of the 
Hero] as the basis of the second movement of his Symphony (1957); the Sharakan Gt’a ter 
[Lord Have Mercy] in his Requiem (1965); Sayat’-Nova’s melodies Dun ēn glkhen [You are 
wise], Blbuli hid [With the Nightingale you also cry], K’ani vur [As long as I draw breath], 
and Amen sazi [Praised among all instruments, also commonly known as K’amancha] in his 
opera Sayat-Nova (1968); Armenian songs Blbouln Avarayri [Nightingale of Avarayr], Him 
kilikiakan [Ancient Kilikia], Zēyt’unts’ineri k’aylergě [March of the Zeituni], and Arak’si 
artasunk’ě [Tears of the River Arax] in his Rhapsody Our Old Songs for piano and orchestra 
(1974); the folk song Naro jan [Dear Naro] in his Poem for Cello and orchestra (1975); Dle 
yaman [(no translation)] in the film score to Nahapet (1977).311 This is almost certainly an 
incomplete list, however, since most of the examples within the scope of this study are 
unpublished and unrecorded, an examination of Arutiunian’s methods of setting folksongs 
is ultimately an unresolved question for a future investigation. 
Armenian Dance (1935) 
Arutiunian’s first published work, Armenian Dance, was written “in the spirit of the 
works of Barkhudaryan” and is characteristic of Arutiunian’s early style.312 This work bears 
a striking resemblance to his teacher’s characteristic piano miniatures: it is a short, ternary 
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form composition for piano, in 6/8 meter, employing the ashugh-based prelude-dance 
format, and based on a number of Armenian melodic characteristics. The original melodic 
material is constructed in the system of Armenian modes and also contains motivic 
gestures, phrase structures, and rhythmic devices emulating those found in Armenian folk 
music. Arutiunian even imitates Barkhudaryan’s melodic vocabulary and there are striking 
similarities with central motivic gestures in both Naz-Par (Example 1.36) and Sketch in A 
Major. 
Armenian Dance begins with the same prelude–dance form previously examined in 
the works of Barkhudaryan and Spendiaryan (Example 2.2). In an apparent imitation of 
Spendiaryan’s Enzeli (Dun en glkhen as prelude, Example 1.31), Arutiunian uses the 
template of recitative-type ashugh song: declamatory and improvisatory phrasing (e.g. 
uneven metric structure), descending contour starting in the upper register, and progression 




Example 2.2: Armenian Dance, Prelude, mm. 1–8313 
Allowing for European-style octave shifts and doublings foreign to the traditional Armenian 
monodic style, the melodic content can be analyzed through the lens of K’ushnaryan’s 
theory of Armenian links. The right-hand melody fits a three-link mode composed of a 
tonic G–C augmented tetrachord coupled with a lower F–G dichord link and an upper D–G 
augmented pentachord. G serves as the tonic of the mode and C serves as the reciting tone 
(Example 2.3). 
Example 2.3: Armenian Dance, Modal basis of the introduction 
The first gesture outlines a tetrachord descending from the top note of the mode, resting 
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momentarily on the less stable tone of D. The next two bars lead briefly to the C before 
continuing straight down to the tonic G. The entire pattern repeats in an abbreviated fashion 
(mm. 4–6), in which the arrival on the tonic is embellished by the lower-neighbor F-natural. 
The pattern is further condensed and repeated an octave lower in measure 7. The final 
measure (m. 8) gives yet a different summary of the gesture, but this time the resolution to 
the tonic G is delayed, not arriving until the first right-hand note of the Allegro dance (m. 
9). 
Harmonic aspects in the prelude are minimal as there is only one vertical sonority: 
lowest-to-highest G–D–E♭–G–A♭–C (mm. 1, 3). Given the quotation by Khachaturian in 
the last chapter and Arutiunian’s words about fourths, seconds, and fifths as consonances, it 
appears that the basis of this chord is the ‘open’ G–D fifth, located at the bottom of the 
sonority. This fifth is embellished with neighboring seconds, A♭ and E♭, and also a perfect 
fourth above the bass. This reading of the sonority is supported by the preceding deep bass 
G octaves and the tonic position of G in the modal melody.  
 Measure 9 begins the principal dance tempo (Example 2.4). The main theme is a 
periodic eight-bar phrase. Three compositional traits are immediately noticeable in light of 
the descriptions given in Chapter One: first, certain melodic notes are highlighted with 
added seconds in the style of Barkhudaryan; second, the basic rhythmic texture of the 
dance is a common 6/8–3/4 polymeter that was seen in Spendiaryan’s Enzeli and 
Barkhudaryan’s Naz-Par; third, given the polymetric setting and absence of left-hand 




strong pulses of the melody. 
Example 2.4: Armenian Dance, main theme, mm. 9–16 
This main theme is also constructed consistent with the Armenian link system. It has the 
same tonic G and C reciting tone, but a slightly different link structure composed of a tonic 
G–C augmented tetrachord link coupled with a C–F minor tetrachord link. In the next 
excerpt, the mode is extended with a lower E–G Phrygian trichord (Example 2.5). 
Example 2.5: Armenian Dance, modal basis of the main theme 
Another idiomatic element is that the melody is set such that tonic suggested by 
modal construction and Armenian theory (G) is the fifth of the tonic suggested by the bass 




examples by Komitas and Spendiaryan. In this context, the G tonal center of the prelude 
functions as a structural dominant, resolving down to the strong-beat bass C at the start of 
the dance. Arutiunian is employing the European model of a slow introduction on the 
dominant which resolves to the tonic at the start of the main theme. This is perhaps an 
innovation beyond the antecedent Armenian composers: Spendiaryan’s Hejaz is in the same 
key throughout; Barkhudaryan’s Oriental Dance No. 1 also remains in the same key 
throughout, but sets dramatic dominant-tonic resolution across the change. The device of 
using an ashugh recitative as a model for a dominant slow introduction is a technique 
Arutiunian returns to a number of times in his career, including for his Trumpet Concerto. 
As previously noted, the harmonic accompaniment is generally located in weak 
metrical position relative to the melody. In this context, the few bass-register notes on 
strong beats act as structural anchors to the large-scale harmonic motion. The downbeat C2 
in both measures 9 and 13 and the strong-beat G3 in measure 16 serve as key events 
outlining underlying tonic–dominant functions. The remaining left-hand harmonic activity 
consists of weak-beat thirds, creating non-triadic, incomplete, or ambiguous harmonies. 
This de-emphasis of the harmony (except for certain key structural moments) is entirely 
consistent with the spirit of the Kuchka and the early Armenian school.  
After the main theme, the next eight measures (mm. 17–24) are a melodic variation 





Example 2.6: Armenian Dance, extension to main theme, mm. 17–20 
This is followed by a short ascending transitional passage which expands the link structure 
by adding an E–G trichord link below the tonic (clearly resolving upwards). This leads into 
a new melody and a developmental B section (Example 2.7). 
Example 2.7: Armenian Dance, transition, beginning of development, mm. 27–32 
(double-bar emphasis is mine) 
A notable characteristic throughout Armenian Dance, but especially in this middle section, 
is an improvisatory approach to combining melodic motives. Short rhythmic, melodic, or 
gestural motives are constantly repeated and re-combined. For an example of this process, 
compare the middle-section theme of mm. 31–32 (see Example 2.6) with the first measure 
of the main theme (see Example 2.4). Another can be seen comparing the fourth bar of the 




development here is improvisatory in nature, imitating similar elements of Ashugh and 
mugham traditions. This is a dominant trait also in the works of Khachaturian.314 
The B section culminates with a sixteen-bar prolongation on a G minor tonality, a 
harmonic center which is clearer and more stable than the rest of the work (Example 2.8). 
Despite the minor sonority, this ‘dominant’ prolongation makes for a strong structural 
resolution back to tonic at the return of the main theme (m. 77). 
Example 2.8: Armenian Dance, ‘dominant’ prolongation, mm. 61–77 (reduction) 
Armenian Dance culminates with the full repeat of the main theme (identical to mm. 9–
24). The E–G transitional motive that previously led to the developmental B section this 
time leads to an abrupt final cadence (Example 2.9). 
                                               




Example 2.9: Armenian Dance, ending, mm. 93–96 
This final cadence is the mirror-opposite of the opening measure of the work: whereas the 
piece started with a bass G followed by an ambiguous G–Ab–C–D–E♭ chord in the upper 
register, it ends with the reverse of these two. From a harmonic standpoint it would seem 
inconclusive to end on the dominant. The aspect of symmetrical framing (ending with the 
beginning), however, gives this conclusion a sense of finality. Aspects of symmetrical or 
framed structure become a hallmark of Arutiunian’s compositional style. The formal and 
harmonic structure of Armenian Dance is therefore summarized below (Figure 2.9). 
Formal Section Tonal Center Measure No. 
Prelude 
(ashugh recitative) G 1–8 
Main Theme 








(ends on G) 77–96 




 Lastly, the melodic phrasing in Armenian Dance imitates the empty-downbeat 
phrasing of ashugh dance style (see Example 1.9). Ashugh sources typically revolve an 
unchanging two-bar phrase structure. Arutiunian employs the idiom more flexibly: The 
main theme (Example 2.4) is constructed of two four-bar phrases, each beginning with a 
downbeat rest. In contrast, the eight-bar extension which immediately follows features 
strong melodic downbeats (Example 2.6). The transition which follows that (Example 2.7) 
returns to empty melodic downbeats (in a sense, the downbeat is articulated but in a 
different voice). This back-and-forth between empty downbeats and strong downbeats is a 
source of compositional contrast used throughout the work. 
Armenian Dance demonstrates Arutiunian’s roots in the tradition of the Armenian 
nationalist school, especially as a student of Barkhudaryan. The compositional style and 
devices, much of which will continue to into his mature vocabulary, show imitation and 
mastery of his teacher’s example. Arutiunian’s subsequent works demonstrate 
experimentation with a variety of approaches, each of which has echoes in his later works 
and illustrates his consistency of focus on exploring the techniques of the Armenian school 
as well as incorporating Armenian musical characteristics in novel ways.  
Pastoral (1936) 
While Arutiunian’s Pastoral is also a piano work, miniature in scope and ternary in 
form, its animating stylistic direction incorporates aesthetics of the Impressionist line of the 




with a fast dance, Pastoral is based on an original melody in the lyrical peasant style, which 
Yedigaryan describes as having the characteristics of a shepherd’s song (Example 2.10).315 
Example 2.10: Pastoral, folk-like A theme, mm. 5–12316 
The modal basis of this melody is a tonic A–C♯ major trichord link coupled with an upper 
trichord link, with C♯ serving as the reciting tone. This melody is also constructed with 
characteristic melodic motives involving steps and 3rds presented in different metric 
arrangements.  
This simple folk-like melody is accompanied by a static two-bar ostinato of parallel 
fifths (Example 2.11). This evokes both the spirit of a drone accompaniment (open fifths) 
and static harmonic backdrop with a smooth undulation between the F♯ and A open fifths 
suggesting the influence of the Impressionist line in Armenian music.  
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Example 2.11: Pastoral, bass 
ostinato, mm. 1–2 
 
The bass position of the A–E fifth and the melodic emphasis on A suggests that this static 
sonority is heard as A major with added sixth, a texture to which Arutiunian explicitly 
returns in the opening of the second movement of his Piano Concertino (1951). Although 
the author has not seen the suggestion elsewhere, this sparse, non-functional piano 
accompaniment seems to evoke the sparse and Impressionist-like piano accompaniments of 
Komitas’s folksong settings. It is hard to imagine that Arutiunian did not perceive a 
connection between the two. 
The contrasting B texture is more melodically and harmonically active (Example 
2.12). It is based on a single motivic idea which is transposed to various pitch levels. The 
harmony follows the melody in one-measure blocks with strong-beat bass open fifths, 




Example 2.12: Pastoral, B theme, mm. 21–25 
After building to a climax, the A material repeats in variation, with a wandering chromatic 
accompaniment in the coda. 
Theme and Variations (1937) 
The theme of Arutiunian’s Theme and Variations is also a simple melody 
constructed along the lines of an Armenian folk melody. In this case the modal basis is a 
tonic F–C minor pentachord link coupled with a C–F minor tetrachord link, with C serving 
as the reciting tone (Example 2.13). 
Example 2.13: Theme and Variations, theme, mm. 1–4317  
                                               




This is a highly periodic melody, constructed of four two-bar phrases. The span of the 
melody begins as F–B♭, suggesting a tonic tetrachord link. In the second phrase, it develops 
by expanding upward to C. The opening motive is repeated at that pitch level before 
migrating back downward to repeat the opening phrase and its span of F–B♭. This change 
of the focus on the modal basis is not an uncommon feature of Armenian peasant tunes 
(see Example 1.12, Garun a). These shifts give this theme an eight-bar AA’BA structure 
(2+2+2+2). As the first and last phrases are identical, giving the theme a quality of 
symmetry and framing. 
Although the theme of Theme and Variations is binary in structure, the 
development of the variations gives further evidence of Arutiunian’s early preference for 
ternary form. Variations 1, 2, 4, and 6 consist entirely of the eight-bar AA’BA form of the 
theme (or double-length no. 6 is sixteen bars). The three developed variations, No. 3 Waltz, 
No. 5 Scherzo, and No. 7 March, are each developed by the framework of ternary form, 
where the initial thematic variation (A) is contrasted with new melodic or harmonic ideas 
(B) in an ABA structure. 
Three Preludes (1938) 
Arutiunian’s fourth published work consists of three ternary-form Preludes, each 
with a florid and virtuosic piano texture and key melodic elements that are clearly inspired 
by the musical traditions of the ashughs. Yedigaryan notes a motivic gesture common to 




attention.”318 The idealized form of this gesture is an ascending step or third to tonic 
including one or more dotted rhythms. It is associated with declamatory-type ashugh 
melodies, such as Sayat-Nova’s Dun en glkhen (see Example 1.8). 
The main melody of the first Prelude opens with a declamatory ashugh motive and 
is constructed as an Armenian melody with a tonic C♯–E Phrygian trichord link coupled 
with a minor F♯–C♯ pentachord below (Example 2.14). 
Example 2.14: Three Preludes, No. 1, mm. 1–5319 
The first three measures feature a drone-like undercurrent provided by repeated down-beat 
F♯2. Yedigaryan also notes that florid runs highlighting the bass notes are reminiscent of the 
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improvisatory instrumental flourishes of ashughs.320 This main theme is repeated twice in 
the A section and returns once in the concluding A section. The middle B section is 
described by Yedigaryan as “not at all characteristic of Arutiunian—is devoid of the 
national character.”321 Constructed mainly of diatonic scalar passages in the style of 
European Romantic piano works, this is a striking instance where the melodic material 
bears no connection to the motivic or modal characteristics of Armenian monody. 
The main theme of the second Prelude is also an original Armenian-style melody, 
beginning with a declamatory ashugh motive, accompanied by a florid and virtuosic piano 
texture reminiscent of Chopin (Example 2.15).  
Example 2.15: Three Preludes, No. 2, mm. 1–4 
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This main theme is built on a tonic G–C minor tetrachord link with an E–G Phrygian 
trichord link below, and also begins with the declamatory motive. In measure three, the 
mode shifts to a tonic G–B♭ Phrygian trichord linked to a B♭–E♭ augmented tetrachord 
above. In measure four, it returns immediately to the original mode. Measures 1, 2, and 4 
are accompanied by a downbeat C2 or C3 in the bass, again placing the modal tonic on the 
fifth scale degree of the harmonic tonic. The melodic top voice accompanied by a static 
and homorhythmic harmonic layer is distinctly reminiscent of the device which permeates 
Khachaturian’s Poem for piano (1927). 
Example 2.16: Khachaturian’s Poem, mm. 14–25 
The third Prelude (Example 2.17) is a free fantasy a in moto perpetuo texture. The 
movement opens with an ashugh-style declamation, an ascending trichord to the opening 
modal tonic of E♭, harmonized as the fifth of the tonal key center of A♭. The fantasy that 




Example 2.17: Three Preludes, No. 3, mm. 1–6 
Similar to the symmetrical frame in Arutiunian’s Armenian Dance, the declamation of m. 1 
returns as the final measure of this Prelude, albeit with four-octave A♭ exclamation point 
added on the fourth beat. Inside the frame of the first and last measures, this movement 
develops in ternary form. The initial A♭ minor melody of mm. 2–3 returns three times: the 
second marks the start of the B section where it diverges quickly into free harmonic and 





At least three distinct melodic gestures common to Armenian peasant songs are 
found throughout the construction of the movement. Example 2.18 below gives the 
archetypes and samples from the peasant songs Antuni [Homeless], K’ele, k’ele, and Shogher 
jan [Dear Shogher] as transcribed by Komitas. 
Archetype Example 
Motive A First phrase of Antuni [Homeless] 
Motive B First phrase of the B section of K’ele, k’ele 
Motive C First phrase of the B section of Shogher jan [Dear Shogher] 
Example 2.18: Armenian motives from Antuni, K’ele k’ele, and Shogher jan322 
Motive A is the basis of the opening measure and the start of the main theme in m. 2 
(Example 2.17). Measures 2–3 and 4–5 each feature a descending sequence on motive B, 
and motive C is first seen at the end of measure 6. These motives reoccur freely throughout 
the movement. 
                                               





The last published work from this period is Arutiunian’s Impromptu for cello and 
piano. Like the third Prelude, Impromptu opens with a declamatory gesture (Example 2.19). 
In this case, Arutiunian has developed the gesture. It is still set in the upper register and 
serves as a rhetorical call to attention, it is missing the dotted rhythm. Also like the third 
Prelude, it is immediately followed by a moto-rhythm texture. 
Example 2.19: Impromptu, opening call, mm. 1–8323 
Impromptu is also brief in scope and constructed in ternary form. Like Arutiunian’s 
Pastoral, the middle Andante is an original melody in the style of an Armenian lyrical 
peasant song (Example 2.20; Compare with Chinar es, Example 1.16). 
                                               





Example 2.20: Impromptu, B theme, mm. 59–74 
This melody is constructed of a tonic B–E minor tetrachord link coupled to an E–B minor 
pentachord link above. The first phrase sustains and embellishes the upper neighbor F♯ 
which resolves down in a cadence on the reciting tone E. The second phrase repeats the 
gesture, embellishing E as the subordinate note before resolving downward to the tonic B. 
The entire melody plays out twice over a static bass B–F♯ ostinato–drone (Example 2.21). 
Example 2.21: Impromptu, ostinato accompaniment to B theme, mm. 57–74  
This lyrical melody is heard three times in the B section in an AABA arrangement. The 
contrasting B section is an eight-bar piano interlude in the declamatory ashugh style 
(Example 2.22). This interlude launches with a declamatory gesture (ascending F♯–A third 
with a dotted rhythm) set above the continued bass B drone. Also in the ashugh style, this 
interlude begins in the strident upper register and descends in range while becoming more 




Example 2.22: Impromptu, Ashugh-style interjection, mm. 91–99 
 
Summary 
In the 1920s and 1930s the Soviet Armenian government rapidly built a new 
Armenian cultural capital out of a city that had previously been a quiet provincial capital. 
This effort resulted in the establishment of the Yerevan State Conservatory, the Armenian 
Philharmonic, the Spendiaryan Opera-Theater, and the influx of Armenians trained abroad, 
including Olga Babasyan, Ṛomanos Melik’yan, Alexander Spendiaryan, and Sargis 
Barkhudaryan. Alexander Arutiunian’s training was a product of these new cultural capital 
and educational institutions they built. During the 1930s, Stalin began to roll out his 
campaign of cultural censorship in Moscow, but effective institutional enforcement of those 
requirements does not seem to have been present in Armenia prior to 1939. 
Arutiunian’s musical training included the study of European and Russian classical 




the Armenian school. He was encouraged by his teachers Barkhudaryan and Talyan to 
develop an individual voice using the works of Komitas, Melik’yan, Spendiaryan, and 
Barkhudaryan as a starting point. Analysis of his student works demonstrates the ways in 
which Arutiunian emulated these established precedents, especially those of his teacher 
Barkhudaryan. True to his teacher’s style, nearly all of Arutiunian’s works from this period 
are short piano works set in ternary form. Armenian Dance demonstrates the conscious 
imitation of Barkhudaryan’s basic procedures and the use of Spendiaryan’s ‘prelude–dance’ 
format. Pastoral incorporates more of the aesthetics of the Impressionist line in Armenian 
music, especially the voice-and-piano settings of Komitas. Although the Theme and 
Variations is still a succinct work, it demonstrates a complexity of form that goes beyond 
the achievements of his teachers. It sets an Armenian-style theme as the basis for a multi-
layered European-style form. Three Preludes demonstrates an engagement with virtuosic 
piano textures, in turns referential to Chopin and Khachaturian, while taking Armenian 
melodic motives and ashugh idioms as the basis for the melodic material. Lastly, Impromptu 
is a chamber work for cello and piano which shows continued use of the prior vocabulary, 
including ashugh stylings and Armenian-style melodies. While Arutiunian’s creative output 
is ultimately built around larger-scale orchestral and concertante works, compositional 






ADVANCED STUDIES AND EXPANSION OF STYLE 
 
Arutiunian had planned to pursue advanced studies in Moscow immediately 
following his graduation from the Yerevan State Conservatory, but war between Nazi 
Germany and the Soviet Union put those plans on hold. During the Nazi offensive against 
the Soviet Union, both Leningrad [St. Petersburg] and Moscow were evacuated for portions 
of 1942–1945, including the faculties of both conservatories. Arutiunian spent the war 
years in Yerevan and continued to study, perform, and compose. Arutiunian was mentored 
at this time by conductor and Yerevan conservatory rector Konstantin Sarajev, as well as 
two important pedagogues who had relocated to Yerevan on account of wartime 
evacuations: Konstantin Igumnov from the Moscow Conservatory and K’ristap’or 
K’ushnaryan from the Leningrad Conservatory.  
After the war, Arutiunian, together with the other members of the ‘Armenian 
Mighty Handful,’ were sent for a program of advanced studies with faculty from the 
Moscow Conservatory. Close contact with the musical culture in Moscow and the 
mentorship of Genrikh Litinsky had a significant impact on Arutiunian’s works from this 
period. Published compositions and descriptions of unpublished works demonstrate 
Arutiunian’s engagement with new compositional techniques, larger forms and performing 




I. WAR YEARS IN YEREVAN (1941–1945) 
On June 22nd, 1941, news of the war arrived in Armenia. Arutiunian and Mirzoyan 
were in the Armenian resort town of Dilijan enjoying a retreat in honor of their status as 
newly-graduated composers.324 This retreat was cut short by the sudden wartime 
mobilization. Arutiunian’s plans of pursing advanced studies in Moscow were similarly 
suspended. Although Arutiunian was not drafted into the military, he recalls that at least 60 
peers from the Yerevan Conservatory were. Arutiunian’s close friend Ghazaros Saryan 
manned an anti-aircraft gun on the front lines for several years. Until the defeat of Nazi 
forces at the Battle of Stalingrad [Volgograd] in January 1943, Arutiunian reports acutely 
feeling the threat of war. The front lines of the German Caucasus campaign came within 
about 300 miles of Yerevan, on the north slopes of the Caucasus mountains in neighboring 
Georgia. 
Feeling guilt at having avoided military service, Arutiunian enthusiastically joined 
with Yerevan Opera chorusmaster Venamin Nikolsky and ballet master E. G. Efimov to 
organize a song-and-dance ensemble at the Yerevan Officer’s House, to entertain the 
servicemen. Arutiunian arranged folk and patriotic songs and accompanied performances 
on piano and accordion. His work with the ensemble occasionally included trips to the front 
lines to support the troops there. This ensemble continued its activities through to 1944.325  
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Figure 3.1: Arutiunian (center) with the song-and-dance ensemble (1946)326 
Konstantin Sarajev 
One of Arutiunian’s most prominent influences during this time was conductor, 
Conservatory professor, and new music advocate Konstantin Sarajev [Saradzhev, Saradjian] 
(1877–1954). Sarajev was born in Dagestan, in the northern Caucasus, studied violin at the 
Moscow Conservatory (graduating in 1898), and studied conducting with Artur Nikisch in 
Leipzig (1905–1906).327 After Leipzig, Sarajev returned to Moscow and was active 
performing, conducting, and promoting new music before the revolution. His 
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accomplishments include conducting the premiere of Prokofiev’s Piano Concerto No. 1 
(1912). After the Russian civil war, he returned to Moscow, taught conducting at the 
Moscow Conservatory (1922–1935), and continued his advocacy of modernist music as a 
member of the Assotsiatsiya sovremennoĭ muzyka [Association for Contemporary Music]. 
He led the Soviet premiere of Prokofiev’s Piano Concerto No. 3 (1925), the Moscow 
premiere of Shostakovich’s Symphony No. 2 (1927), and debuted a number of 
Myaskovsky’s works, including his Symphonies No. 8, 9, and 11. He relocated to Yerevan 
in 1935 where he served as music director of the Yerevan Opera and Ballet Theater (1935–
1939); a professor (1936–1954), and later rector (1940–1954) of the Yerevan State 
Conservatory; and principal conductor of the Armenian State Philharmonic Orchestra 
(1941–1944). 
Arutiunian first encountered Sarajev as a student at the Conservatory, when he 
received guidance from him on the orchestration of his Piano Concerto.328 During the war 
years, however:  
The house of [Konstantin] Sarajev became the second conservatory for us 
young composers. He had a huge music library. Often I played music for piano 
four hands with him. Pulling his neck somewhat, [Sarajev] peered at the score 
and with his tenacious […] fingers quickly grasped the essence. Occasionally 
he would glance at me from the side, as if wanting to see what impression this 
or that harmonic combination or modulation would make on me. 
                                               




With interest I studied with Sarajev the symphonic overtures of Wagner operas. 
Much was learned about the music of Scriabin, Stravinsky, Prokofiev, and, 
especially, Myaskovsky, who was Sarajev’s area of expertise. After nonstop 
three-hour [sessions] at the instrument I stood up, exhausted. Sarajev’s dear 
wife Zoya Borisovna, who noticed everything, immediately invited us to drink 
tea with pies.330 
Sarajev actively supported 
Arutiunian’s career during these years 
on a number of occasions. In 1942 he 
arranged for Arutiunian to meet 
Myaskovsky, who had been evacuated 
from Moscow to nearby Tbilisi.331 
Arutiunian used the occasion to 
present several of his works and 
Myaskovsky encouraged him.332 That same year, Sarajev programmed a concert with the 
Armenian Philharmonic highlighting the works of young Armenian composers, including 
Arutiunian performing his Piano Concerto.333 Sarajev gave the premiere of Arutiunian’s 
unpublished patriotic wartime overture Mer gortsn ardar ē [Our Cause is Just] (1942) on the 
occasion of the 25th anniversary of the October Revolution. Arutiunian was again featured 
performing his Piano Concerto for the 1944 Armenian dekada [10-day festival of ethnic 
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culture] in Moscow, with the USSR State Symphony and Sarajev conducting.334  
Konstantin Igumnov 
In 1942, the pianist and pedagogue Konstantin Igumnov (1873–1948) was 
evacuated from Moscow. At Sarajev’s urging, Igumnov relocated to Yerevan.335 Igumnov 
had studied at the Moscow Conservatory (1888–1894), and graduated with a gold medal in 
piano. In 1895 he was a runner-up in the international Rubenstein competition.336 Igumnov 
was a prominent teacher at the Moscow Conservatory (1899–1948), served as its director 
(1924–1929), and was known as both an outstanding teacher and the creator of a large 
school of piano playing. Igumnov’s performances were marked by an unmatched ‘singing’ 
quality, and Romantic works by Schumann, Chopin, Liszt, Rubenstein, Rachmaninoff, and 
Tchaikovsky held a central place in his repertoire. Of his approach, Igumnov explains: 
To a certain degree, it was created by a contemplative being and environment 
— my teacher, who was lyrically sensitive and religious; a brother who loved 
poetry; a father who constantly admired the stars and loved flowers. […] All 
this set me on a purely Romantic worldview, and provoked Romantic moods.337 
                                               
334 Ibid., 20; Eolyan, Aleksandr Arutyunyan, 13. 
335 Arutiunian, [Memoirs], 18. 
336 Biographical information on Igumnov based upon Grove, s.v. “Igumnov, Konstantin (Nikolayevich),” 
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Figure 3.3: Sarajev with Yerevan students, including Arutiunian and Babajanyan (1943)338 
Arutiunian’s summation of his residency was this:  
He lived [in Yerevan] a little more than a year, but his influence on the 
development of the Armenian piano culture cannot be overestimated.339 
Arutiunian, Babajanyan, and a number of other young Armenian pianists spent an academic 
year studying with Igumnov. Arutiunian described the experience as enormously 
beneficial.340 Igumnov himself also described the time: 
My memories of working with ten pianists [in Yerevan] are […] the most 
pleasant. All of them are talented people, some of them have excellent 
backgrounds. Two of them are very talented composers – Babajanyan, 
Arutiunian. They worked wonderfully, and the quality of my great concert, 
organized for my 70th anniversary in June 1943, was like the best evenings of 
the Moscow Conservatory.341 
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On the occasion of Igumnov’s 70th birthday concert, Arutiunian premiered his next 
major work, Prelyud-poem [Preludiya-Poėma, Prelude-Poem] for piano (1943). This work 
is dedicated to Igumnov as a musical portrait of his teacher.342 Prelude-Poem’s brief scope, 
ternary structure, declamatory ashugh motives, and main theme constructed in the 
Armenian link style are consistent with his other early works, especially the Three Preludes. 
If textural elements of Three Preludes suggest emulation of early Romantic pianists such as 
Chopin, Prelude-Poem expands and develops this Romantic line in Arutiunian’s output 
through distinctly Romantic harmonic vocabulary and musical affect. The texture of 
Prelude-Poem consists of a melodic voice accompanied by running, arpeggiated 
accompaniment. The melodic structure of the outer A sections are constructed of regular 
two-bar phrases in the folk style. Atypical for Arutiunian, the contrasting central 
developmental section is not generally periodic and develops more freely. The harmonic 
progressions outlined by the arpeggiated accompaniment are complex and demonstrate a 
chromatic vocabulary associated with Romanticism. Arutiunian employs prolonged 
dominants, frequent half-diminished seventh and augmented sixth sonorities, and few 
moments of harmonic repose or cadence. 
The opening A section is built on a stable A♭ key center, however the modal quality 
of this key is flexible. Arutiunian presents this variability right away in the first six 
measures through the stepwise progression of a single voice: A♭ open fifths, the same with 
                                               




an added second, then A♭ minor, then A♭ major (Example 3.1). This style of modal 
variability is a frequent device among works in the Romantic vein of Arutiunian’s output. 
Example 3.1: Prelude-Poem, main theme, mm. 1–6343 
In the B section, the texture is developmental and the tonal center shifts frequently, 
often through relationships of ♭II, ♭III, and ♭VI, and surprising modal mixtures. A brief 
harmonic analysis of the start of the B section demonstrates these qualities (Example 3.2). 
Observe the linear chromatic and enharmonic relationships driven by half-step voice 
leading in the bass and the resolution of unexpected augmented sixth sonorities. 
                                               




Example 3.2: Prelude-Poem, mm. 27–31 (harmonic reduction) 
Within the development, Arutiunian introduces a distinctive new melody (Example 
3.3). This tune contains a motive that will later become central in Arutiunian’s 
compositional vocabulary: a fragment of the Armenian augmented tetrachord set in the 
position of 1#, ♯2#, 3# (E♭–F♯–G). This is a significant compositional device which I will 
refer to as the augmented trichord. 
Example 3.3: Prelude-Poem, second motive, mm. 37–39 
This placement of the augmented second demonstrates an evolution of Arutiunian’s 
compositional thinking. Whereas many of Arutiunian’s melodies are justifiable within the 
logic of Armenian link structures, this device is not consistent with traditional Armenian 
monodic practice: in Armenian melodies, tonic function (local or global) is never assigned 
to one of the boundary notes of an augmented second. Despite the in-authenticity of this 




symbol associated with Armenian-ness.  
This augmented trichord motive appears to be inspired by a similar motive in 
Khachaturian’s Piano Concerto (1936). Recall from Chapter Two that Arutiunian was 
inspired by the latter work in composing his own Piano Concerto (1941). The final tutti 
statement of Khachaturian’s Concerto contains the augmented trichord in the same 3#, ♯2#, 1# 
in the key of D♭ (Example 3.4). 
Example 3.4: Khachaturian’s Piano Concerto, final statement344 
This closing statement is motivically derived: The opening statement of the pianist in the 
first movement is F–B𝄫–A♭, a motivic cell consisting of [0,3,4] placed as 3#–♭6#–5# of the 
key of D♭. This final F–E–D♭ consists of the same [0,3,4] cell in descending form in the 
position of 3#, ♯2#, 1#.345 In my brief survey of Khachaturian’s major works, this appears to 
be the only prominent use of the augmented trichord motive in this specific position. On 
the other hand, Prelude-Poem marks the first of many times in Arutiunian’s oeuvre that he 
employs the 1#, ♯2#, 3# augmented trichord. It is a common motive among his works of the 
late 1940s and early 1950s.	
Throughout the B section, the main theme (as seen in Example 3.1) is treated as a 
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central motive and subjected to intense development in a manner reminiscent of Liszt.346 
Arutiunian fragments the main theme, using the contour and rhythm of the first five notes 
as the primary motive of the B section. A notable harmonic event occurs at the culmination 
of the development: an extended dominant pedal is subjected to sustained harmonic tension, 
building to the culmination-reprise of the A material. The reprise arrives first in the E♭ the 
key area of the B theme (Example 3.3), so the dominant pedal is a B♭2–B♭3 bass pedal (V of 
E♭). This pedal is consistently reiterated in the arpeggiations of mm 49-64. This dominant 
pedal creates harmonic tension with the chromatically ascending statements of the 
developmental theme above it. An example is given below (Example 3.5), where the 
primary motive is presented in F♭ major (♭II) over the B♭ pedal. 
Example 3.5: Prelude-Poem, developmental treatment of the main theme, mm. 59–60 
After the intense fragmentation and harmonic tension of the development, the dominant 
pedal resolves to the arrival of the reprise. The arrival of the theme in the E♭ key area is an 
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aspect of symmetry. Furthermore, the theme is embellished with the augmented trichord 
(Example 3.6). 
Example 3.6: Prelude-Poem main theme embellished with second motive, mm. 70–72 
The harmonic and textural intensity of the movement dissipates further with an arrival at 
the original theme in the original key. In the coda which follows, the restless figuration of 
the accompaniment halts, replaced by serene vertical chords. Yedigaryan concisely 
describes the overall dramatic effect of this symmetry in Prelude-poem: 
Genuine symphonic spirit permeates the process of gradual transformation of 
the lyrical contemplative mood, its ascent to the level of “angry reaction of 
human consciousness” (expression of Lev Mazel in Stroenie muzykal’nykh 
proizvedeniy [The Structure of Musical Works], (Moscow 1979), 428). […] 
There is a striking similarity with the culmination of […] the Largo from the 
Fifth Symphony by [Dimitri] Shostakovich [, … where] the accelerando in the 
pre-culmination section contributes to the achievement of the main climax. 
Similarly, the entire form is perceived “as a single wave of growth and decline.” 
(Ibid., 427) […] Such an intensification process will become a characteristic 
feature of the lyric-narrative images of Arutiunian.347 
                                               




K’ushnaryan and Other Achievements 
In addition to his studies with Sarajev and Igumnov, 
a second new arrival in Yerevan contributed Arutiunian’s 
development during the war years. Armenian theorist and 
composer K’ristap’or K’ushnaryan [Kristofor Kushnarev, 
Kushnaryov] (1890–1960) had be evacuated to Tashkent, 
Uzbekistan during the Siege of Leningrad [St. Petersburg]. 
In 1944, K’ushnaryan relocated to Yerevan, became head of 
music theory at the National’naya akademiya nauk 
armanskoiĭ SSR [National Academy of Sciences of the 
Armenian Soviet Socialist Republic], and taught 
counterpoint at the Yerevan State Conservatory (1944–1949).349 Arutiunian describes: 
The Yerevan period of this major theorist [K’ushnaryan] proved very useful for 
Armenian musical culture. At the Conservatory, he was entrusted with a class 
of polyphony in which Arno Babajanyan, Edvard Mirzoyan and I enrolled. We 
engaged with great interest, […] and while writing this or that task in a strict 
style, he strove to awaken in us creativity. At the same time, we consulted 
K’ushnaryan on composition. At that time Edvard Mirzoyan wrote his Dance 
Suite, Arno his Piano Concerto, and I started work on my Concert Overture.350 
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Arutiunian actually produced a handful of new works in 1944, including two works 
in collaboration with fellow members of the Armenian mighty handful. The first was a 
patriotic overture Pamyati polkovnika Zakiyana [In Memory of Colonel Zakiyan] which he 
co-authored with Ēdvard Mirzoyan.351 This unpublished work is mentioned only in 
Eolyan’s biography Aleksandr Arutyunyan and its details cannot be confirmed. The second 
was co-written with Arno Babajanyan for the contest to establish a Soviet Armenian 
national anthem. A text was selected, also by competition, by the Armenian poet Sarmen 
[Armenak Sarkisyan] (1901–1984). Arutiunian and Babajanyan’s anthem made it to the 
final round in July 1944 but ultimately lost to Khachaturian’s entry. Arutiunian and 
Babajanyan’s anthem was republished as Stalin in 1949, on a different text by Sarmen 
(Example 3.7).352 This hymn is the one of the first known examples of Arutiunian 
composing in a homophonic four-voice European style.  
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Eolyan, Aleksandr Arutyunyan, 13. 
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Example 3.7: Arutiunian and Babjanyan’s Stalin, mm. 1-9353  
The effect in Stalin is somewhere between the works of Kara-Murza and Yekmalyan: the 
harmony is unambiguous and the clichés of the Kuchka are pronounced, especially the 
conspicuous use of harmonic major and emphasis on the symbolic augmented second. At 
the same time, Stalin is distinctly different from Arutiunian’s prior compositions in its 
conventional European phrasing, diatonic construction of its melody, and the use of 
dominant cadential progressions (including the suspended fourth). The introduction to 
Stalin also demonstrates the beginning of Arutiunian’s increasingly frequent use of the ♭II 
harmonic sonority. 
That same year, Arutiunian composed Mez chka partut’yun [Nam net porazheniya, 
We will not be defeated] (1944) which sets a patriotic text in a rousing march texture. While 
this is a wartime patriotic march, the harmonic construction is substantially more complex 
than the anthem candidate (Example 3.8). It demonstrates a harmonic adventurousness and 
                                               




individuality similar to Arutiunian’s other early works within the general tonal framework 
expected of a patriotic work. 
Example 3.8: We will not be defeated, introduction, mm. 1-4354 
We will not be defeated also debuts of one of Arutiunian’s lifelong compositional devices: a 
signature cadential gesture I refer to as the Arutiunian Cadence. The archetype of the 
Arutiunian Cadence is a conclusive major-mode authentic cadence for which the melody is 
some variation of ♭3#–2#–1#–7#– 1#. In We will not be defeated, Arutiunian briefly shifts to the 
augmented scalar pentachord 1#–2#–♭3#–♯4#– 5# at the final cadence of the verse (Example 
3.9).  
                                               





Example 3.9: We will not be defeated, first Arutiunian Cadence, mm. 17–20355 
This usage of the augmented second is similar to one of the Kuchka’s favorite methods (as 
seen in Balakirev’s Georgian Song, Example 1.22) but it is not particularly idiomatic of 
Armenian folksongs, where the augmented pentachord is rare. This surprising mode-shift 
before the cadence highlights the resolution with a modal change and underlines it with the 
symbolic Armenian flavor embodied in the augmented second. 
In the Fall of 1944, Tbilisi hosted a dekada [10-day festival of culture] of the 
Transcaucasian republics of Armenia, Georgia, and Azerbaijan. Recently-composed 
symphonic works by Armenian composers presented at the dekada included Khachaturian’s 
new Symphony No. 2, Haro Stepanyan’s Symphony No. 1, Babajanyan’s Piano Concerto, and 
                                               




the premiere of Arutiunian’s Kontsertayin Nakhergank’ [Concert Overture] (1944). Soviet–
Armenian historian Alexander Shahverdyan wrote a review of the events culminating with 
this praise for Arutiunian: 
The most interesting figure is the young Alexander Arutiunian, whose large 
works characterize him as a symphonist by vocation, gravitating towards a 
broad scale, able to think logically and dynamically develop musical themes. 
These features allow one to recognize in Arutiunian one of the most promising 
talents, indicative of a strengthening trend in among the generation of young 
composers.356 
Arutiunian’s compositional activity slowed during 1945. His Memoirs mention a set 
of folksong arrangements for choir and a setting of the folksong Alagyaz for cello ensemble 
and piano, but no details are available about these unpublished works.357 During this year 
he also met his future wife Irina Odenova (1926–2014), a pianist at the Yerevan State 
Conservatory.358 
II. ADVANCED TRAINING IN MOSCOW (1946–1947) 
While Arutiunian incrementally expanded his style and compositional direction 
during the War years, his advanced studies in Moscow affected his style categorically. 
During these years, Arutiunian experimented with and emulated compositional models 
farther removed from the sphere of Khachaturian and his Armenian nationalist 
predecessors. During this time, Arutiunian’s primary teacher, the counterpoint pedagogue 
                                               
356 Originally published in the newspaper Zarya vostoka [Dawn of the East], 28 December 1944, quoted 
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Genrikh Litinsky, had a decisive effect on developing contrapuntal aspects in Arutiunian’s 
approach. Arutiunian also consciously studied the procedures of Prokofiev, and his 
subsequent compositional vocabulary includes more pronounced Neo-Classical elements. 
Armenian House of Culture 
In January 1946, the Armenian arts ministry arranged for Armenia’s promising 
young composers to live at the Dom kul’turya Armyanskoĭ SSR [Russian: Armenian House 
of Culture] or Moskvayi hay mshakuyt’i tun [Armenian: Moscow House of Armenian 
Culture] in Moscow for a period of several years to study composition with 
Khachaturian.359 From 1921–1953 the Armenian House of Culture served as an Armenian 
cultural and educational center in Moscow.360 The building it occupied in the Armenian 
quarter, on Armyanskiĭ pereulok [Armenian Lane], was originally established as the Lazarev 
[Lazaryan] Institute of Oriental Languages in 1815. Today the same building houses the 
Armenian Embassy in Moscow.361 Aram Khachaturian lived there while he was a student 
in 1920s and his biographer Victor Yuzefovich described the atmosphere this way: 
[Khachaturian] was taken on at the House on the recommendation of [his 
brother] Suren Khachaturov and immediately felt himself immersed in 
Armenian culture. Persons prominent in Armenian literature, science, and the 
arts gathered there regularly for concerts in which the works of Armenian 
composers were performed by Armenians. Sociable and active by nature, 
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[Moscow House of Armenian Culture], accessed 30 July 2018, 
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Khachaturian took part in almost all the social functions at the Armenian 
House of Culture. He started by teaching music in the kindergarten and 
Armenian school.362 
Khachaturian also recalled fond memories of discussing music with Alexander 
Spendiaryan, who often visited the House of Culture prior to his death in 1928.363 
Figure 3.5: Armenian House of Culture in Moscow (1940s)364 
For a little over two years, Arutiunian, Babajanyan, Mirzoyan, and Khudoyan lived 
together at the House of Culture, sharing a large room in the hostel wing of the building. 
The fifth member of the Armenian mighty handful, Ghazaros Saryan, was not in the 
program as he had already enrolled directly at the Moscow Conservatory (1946–1950), 
studying composition with Shostakovich. During this time, Babajanyan also enrolled in the 
piano program at the Moscow Conservatory, continuing his studies with Igumnov (1946–
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Figure 3.6: Armenian composers relaxing in their House of Culture quarters366 
L-R: Arno Babajanyan, Adam Khudoyan, Ēdvard Mirzoyan, Alexander Arutiunian 
The young Armenian composers came to Moscow hoping to study with 
Khachaturian. When they arrived, however, he could not serve as their teacher because of 
his busy schedule. Instead, he instead made arrangements for them to study with his former 
teacher, Genrikh Litinsky [Heinrich Litinskiĭ] (1901–1985). Khachaturian did offer them 
advice and guidance on how to focus their studies, which Arutiunian quoted as follows: 
We, Armenians, write music that flows directly from emotions. In this there are 
both positive and negative sides. I explain my emotions with our national 
character and temperament.367 
                                               
365 Arutiunian, [Memoirs], 32; “Lazar (Gazaros) Sarian” at M. Sarian House-Museum, accessed 21 
September 2018, http://sarian.am/htmls_eng/museum_razaros_sarian.html. 
366 Alexander Arutiunian: What the photos tell, 24. 




But this spontaneous manifestation of feelings must be ‘cooled by thought.’ It is 
precisely the harmony of the rational and the intuitive that is genuine 
professionalism. Nobody can help you develop this better than Genrikh Ilyich 
Litinsky.368 
Figure 3.7: Khachaturian meeting with students at the House of Culture (1946)369 
L–R: Tereza Hovhanessian (future wife of Babajanyan), Khachaturian, Babajanyan, Arutiunian, 
Mirzoyan, Khudoyan 
The four Armenian composers also studied orchestration with Alexander Veprik 
(1899–1958) and form with music theorist Viktor Zukerman [Tsukkerman] (1903–1988). 
Zukerman was a professor at the Moscow Conservatory and noted for his leadership along 
with Lev Mazel in the development of the Soviet music analytic method known as 
Tselostnyĭ analiz [holistic analysis].370 
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370 For a detailed discussion, see Daniil Zavlunov, “The ‘tselostnyi analiz’ (holistic analysis) of Zukerman 






Genrikh Litinsky was born in Ukraine in 1901, 
studied composition with Reinhold Glière [Glier] at the 
Moscow Conservatory, and graduated with the gold medal 
(1928). He immediately joined the faculty of the 
Conservatory, teaching counterpoint and composition 
(1928–1943).372 For most of his tenure, he served as chair 
of the composition faculty (1932–1937, 1939–1943).373 
During this time he taught many of the leading voices of 
Soviet music including Khachaturian, Khrennikov, and Kabalevsky. Litinsky has the 
dubious honor of being the first Soviet composer denounced for ‘formalism’ in his works in 
1934.374 Accusations continued to circulate the rest of the decade and in the anti-formalist 
atmosphere following Shostakovich’s censure in 1936, Litinsky was forced to relinquish his 
department chairmanship for two years.375  
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After his censure, Litinsky did not compose many new works in the late 1930s.376 
That changed in 1944 when he met the Yakut composer Mark Zhirkov and began a new 
career-long focus on the development of Yakut music and other ethnic compositional 
schools (the Yakut are a Siberian-Turkic ethnicity).377 Like Arutiunian, Litinsky developed 
an original style which distilled characteristic features of Yakut song largely without 
directly quoting folk melodies. In collaboration with Zhirkov, Litinsky composed the first 
large-scale works based on Yakut traditional music: the opera Nurgun Botur (1947) and the 
ballet Sygy Kyrynastyr (1947).378 Litinsky was engaged to teach the students at the 
Armenian House of Culture at about the same time as he was beginning this Yakut music 
project (1946–1948). In 1947 he also joined faculty of the Gnessin Institute, teaching 
composition and counterpoint. In conjunction with his work on the folksong of Yakut and 
other Siberian cultures, Litinsky later joined the faculty of the Kazan Conservatory, 500 
miles east of Moscow, to teach composition and counterpoint (1949–1964).379 
Of his work with the four Armenians in the program, Litinsky later reflected on an 
important aspect of his work with them, helping them to mature creatively: 
The works of A. Arutiunian, A. Babajanyan, E. Mirzoyan each, in one way or 
another, bore the traces of the influence of Khachaturian’s bright creative style. 
This phenomenon was to a certain extent natural and was caused primarily by a 
                                               
376 Complete works list found in G. I. Litinskiĭ: Zhizn’, Tvorchestvo, Pedagogika [G. I. Litinsky: Life, 
Works, Teaching], ed. Anna Grigor’eva (Moscow: Kompozitor, 2001), 353–355. 
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community of folk music sources (which are equally used by novice composers 
and famous masters).380 
Litinsky also describes how he worked  
to organize a […] process of ‘alienation’ of the young artists’ creative thinking 
from their ‘idol’, developing ownership of their own style and thinking.381 
The necessity of consciously working to separate the Armenian composers’ styles from that 
of Khachaturian suggests how strong the influence of the elder Armenian composer was on 
the four younger Armenians. 
In another quotation, Litinsky described his approach during Khachaturian’s 
Moscow Conservatory years (1929–1934) and how his thinking on pedagogy had evolved 
by the time he worked with Arutiunian and his colleagues a decade later (1946–1948). This 
highlights an important way in which Arutiunian’s training and style diverged from 
Khachaturian’s. 
Strict style [of counterpoint] is the alpha and omega of polyphony. But I saw 
that rigid conformity with the canons was alien to Khachaturian’s nature. At 
that time I decided to start my classes with free style, referring to examples in 
strict style when necessary. My judgement was correct—Khachaturian did not 
develop a penchant for polyphony. This experiment served me subsequently 
when I was working with a group of Armenian composers of the younger 
generation—Eduard Mirzoyan, Arno Babajanyan, Alexander Arutiunian, and 
others.382 
Arutiunian described the experience of studying with Litinsky: 
In the first academic year [Litinsky] put us, figuratively speaking, on a dry 
ration: the strict style of counterpoint […] We studied examples from 
Palestrina and Orlando di Lasso to the most complex polyphonic works of 
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[Sergei] Taneyev. For each lesson (twice a week) we had to complete seven to 
ten exercises.383 
From the very beginning of our studies [Litinsky] showed his characteristic 
indomitable energy, punctuality, and exactingness. […] at first it was intense, 
because the Litinsky’s approach to the subject was different from the method 
we were familiar with from [K’ushnaryan]. But from lesson to lesson we were 
drawn more and more into the work, and Litinsky began to translate the subject 
into a pathway for creative composition. Often, the basis for our tasks was a 
folk song, on which we wrote more extensive and complex works.384 
Litinsky is remembered as a master of training the ‘national’ composers of the 
Soviet era, a rather unique specialty in the history of composition pedagogy. Kazan 
Conservatory theorist Alexander Maklygin summarized Litinsky’s stature and approach, 
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Figure 3.9: Litinsky with students at the Armenian House of Culture (1947)385 
seated L–R: Arutiunian, Litinsky, R. Rome (Litinsky’s wife), Babajanyan, G. Hovhanissian 




highlighting how Litinsky emphasized counterpoint as the key to developing a national 
style: 
Among the Russian composer-teachers who are masters of the training of the 
“pioneers” of national musical cultures, Genrikh Litinsky […] occupies a 
special position alongside Glière and K’ushnaryan.  
[…] The key role of polyphony in the creation of national musical languages 
was discreetly determined by Litinsky. Here he picked up the well-known ideas 
of the idolized Taneyev, who considered counterpoint to be an obligatory 
foundation for any European national musical culture. For Litinsky (whom 
Glière called ‘the best student of Taneyev’), polyphony was not so much the 
initial position of culture, but an inexpressibly strong and flexible musical tissue 
that could successfully conceal the invisible fault lines of the two opposing 
currents: European and national. […] Remarkably, this concept was prepared 
in the 40s, when the problems of the education of national composers became 
most acute. 
Litinsky, using the melodies of different nations, showed the ways of 
preserving the national characteristics in the context of [… standard 
contrapuntal techniques]. Essentially, Litinsky demonstrated how to apply 
polyphonic techniques when working with different types of national melodic 
and modal structures.386 
The distinct echo of the ideology of the Kuchka is evident here: in classifying counterpoint 
(a decidedly European invention) separately from ‘European currents,’ Litinsky is echoing 
the Kuchka’s appropriation of counterpoint as a Russian invention and the basis of 
authentic Russian music nearly 100 years earlier. 
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Polyphonic Sonata (1946) 
Arutiunian’s year of the ‘dry rations’ of counterpoint and Litinsky’s intense focus on 
developing the skills of polyphony culminated with his Polifonik sonat [Polifonicheskaya 
Sonata, Polyphonic Sonata] for piano (1946), his only known composition that year. 
Arutiunian gave the premiere in a broadcast radio performance in Moscow, although the 
work remained unpublished until 1962. 
The work on the Sonata was very useful for me: it taught me to think freely in 
polyphony, and I consider it a landmark work for myself.387  
This work is unique in Arutiunian’s output and demonstrates the significant impact 
Litinsky’s training had on his compositional technique. The work was originally titled 
Polyphonic Partita and embodies a Russian- and Armenian-inflected Neo-Baroque style, 
with a focus on contrapuntal techniques, Baroque forms and aesthetics.388 It consists of 
three movements, Invenzia [Invention], Choral, and Fugue.389 Although no work after 
Polyphonic Sonata is similar in the density and purity of contrapuntal conception, a number 
of its compositional aspects become standard part of Arutiunian’s approach. It also 
foreshadows a shift in Arutiunian’s style around 1960 when Neo-Baroque elements become 
more prominent in his works. 
Like many of Arutiunian’s early works, elements of the Polyphonic Sonata are 
based in Armenian folk song and the work is constructed around symmetrical formal 
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structures. Unlike earlier compositions featuring a prominent Armenian-style melody, 
Polyphonic Sonata extends and further abstracts the motivic techniques which Arutiunian 
began developing in the third Prelude and the Prelude-poem. Each movement is developed 
around thematic cells drawn from common Armenian motives, but no whole Armenian-
style melodies are present. In contrast with Arutiunian’s early works, Polyphonic Sonata is 
larger in scope, complexity, emphasis on contrapuntal texture, and the depth of musical 
development than any prior work. It is among the most complex of all of Arutiunian’s 
compositions. Yedigaryan observes:  
in none of [Arutiunian’s] other works will we ever see such an abundance of 
diverse and often very complex ways of presenting the material.390 
The concise first movement, Invenzia, is constructed in ternary form with a slow 
introduction. The Armenian elements here are symbolic motives. This begins in the 
introduction, where a common Armenian folk gesture (Example 3.10, c.f. Example 1.12 
Garun a dzin a arel) is set as a series of four contrapuntal suspension-resolution pairs, 
presented in a dramatic five-octave texture (Example 3.11). 
Example 3.10: Polyphonic Sonata, I. Invenzia [Invention], introduction motive 
                                               




Example 3.11: Polyphonic Sonata, I. Invenzia, introduction, mm. 1–9391 
The main theme of this movement (Example 3.12) includes the characteristic 
empty downbeat of ashugh melodic style, but only in the opening measure. Much of the 
material is based on the introduction motive, employing the contrapuntal methods of 
inversion and retrograde. The downbeat of the first full measure of the main theme (m. 17) 
is the inverted version of that motive and the sequence in the following three measures are 
based on the retrograde version. 
Example 3.12: Polyphonic Sonata, I. Invenzia, main theme, mm. 16–19 
In the spirit, perhaps, of Bach’s inventions, this main theme is set in a strict two-voice 
canon (the second voice trails the first by six measures). This canon comprises the entire A 
section of the movement (mm. 16–41). The change of texture, from strict six-bar canon to 
half-bar imitation, marks the start of the contrasting the B section (mm. 41–48). The main 
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theme returns (m. 49) but does not mark the end of the B section. Arriving in a different 
key and set in parallel chordal sonorities over a pedal, it is perceived as a continued growth 
and development of the texture. The real culmination-reprise occurs when the main theme 
returns in the original key and a dramatic multi-octave unison texture similar to that of the 
introduction. 
Example 3.13: Polyphonic Sonata, I. Invenzia, culmination-reprise, mm. 58–61. 
The return of the texture of the introduction at the end of this movement is another 
instance of Arutiunian’s symmetrical framing. Yedigaryan describes this effect as ‘textural 
development:’ the introduction begins with a multi-octave unison texture, the A section 
brings it back to a strict two-voice canon, the B section develops the texture through closer 
imitation and then accompanying the melody with chords and pedal point, and the work 
culminates with the return of the main theme in multi-octave unison accompanied by 




were often fairly consistent throughout a work, this form of textural development becomes a 
regular feature Arutiunian’s mature compositional vocabulary, especially his orchestral 
works. Examples of this will be examined in Chapter Four, including the reprise of the 
second theme in Festive Overture and the central development of his Trumpet Concerto. 
The second movement, Choral, is also composed in ternary form with a 
symmetrical dramatic arch and significant textural development. The first three measures 
serve as a kind of introduction in three voices, with the melodic fourth voice joining the 
texture in measure 4. Bars 4–7 present the main theme, which is repeated verbatim (mm. 
24–27) at the return to the A material, with a developmental B section in between. The 
primary motive of this movement consists of the augmented trichord motive first observed 
in Prelude-Poem, at the same pitch level (G–F♯–E♭, c.f. Example 3.3).392 
Example 3.14: Polyphonic Sonata, II. Choral, primary motive 
Arutiunian described this movement as being based on a folksong transcribed by Komitas, 
but did not indicate which melody or in what manner.393 Arutiunian’s treatment of melody 
and harmony in this movement is interesting. The Choral opens with a three-voice texture 
in E-flat major, decorated with a thick web of contrapuntal devices, including a variety of 
Kuchka-inspired harmonic devices within the first three measures. These include use of the 
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harmonic major mode, ♭6# harmonized with the minor subdominant, modal variability (e.g. 
tonic minor, m. 3), and minimization of the dominant–tonic resolution entering into bar 3 
by use of the modally-mixed viio7 resolving to the minor tonic in the weak second inversion. 
A harmonic analysis is given in Example 3.15, below. 
Example 3.15: Polyphonic Sonata, II. Choral, mm. 1–3 
The melodic collection of the first two bars includes two augmented seconds, F♯–E♭ 
and D–C♭. The first is the augmented trichord motive, previously examined. The second is 
the more conventional augmented second of harmonic major: 7#–♭6#. More than in previous 
works, Arutiunian is expressing the connection with Armenian monody through symbolic 
gesture (the augmented second as a symbol) rather than within the context of emulating an 
authentic folk melody. From this point forward, the interval of the augmented second as 
well as the characteristic melodic and rhythmic patterns of Armenian peasant and ashugh 
monodies are more frequently detached from ‘authentic’ folk practice. Instead they are used 
freely as a national symbol within a more internationally-inspired melodic, harmonic, and 




Yedigaryan describes the aspect of development in this movement as another “single 
wave of growth and decline” (Lev Mazel’s expression), similar to the same identified in 
Prelude-Poem.394 Unlike Prelude-Poem where an accelerando contributed to the 
culmination, the culminating device here is development of the texture. Choral begins as a 
three-voice chorale (the bass and tenor voices coupled in octaves), adding a soprano voice 
to create a four-voice texture in bar 4, and continues in a four-voice texture throughout the 
A section. The B section (mm. 8–23) continues the four-voice texture until bar 14, where 
each of the four voices intermittently adds, in different combinations, parallel doublings in 
octaves or thirds. This gradually thickens until the climax in measures 19–20, where 
soprano and bass voices are doubled in octaves and the alto and tenor voices become ‘layers’ 
of three or more parallel voices, each layer requiring its own staff to clarify the 
counterpoint (see Example 3.16).  
Example 3.16: Polyphonic Sonata, II. Choral, culmination, m. 20 
                                               




This kind of layered texture is a common feature of Arutiunian’s later orchestral 
compositions and will be examined in greater detail in Festive Overture. 
After the climax, the texture quickly thins, the decline phase of the wave of growth 
and decline. It returns to the original four-voice texture at the repetition of the A material 
(c.f. mm. 4–7 and mm. 24–27), followed by a dramatic final cadence, a second instance of 
the Arutiunian Cadence. In We will be defeated he employed an augmented pentachord to 
unexpectedly color the final cadence. In this movement, the F♯ which played a colorful a 
role in the first measure as ♯2# returns in m. 28 as the enharmonic G♭ (♭3#) to create the 
characteristic ♭3#–2#–1#–7#– 1# in a major mode cadence (Example 3.17). 
Example 3.17: Polyphonic Sonata, II. Choral, Arutiunian Cadence, mm. 28–29 
The third movement, Fuga, blends the conventions of a double fugue with 
Arutiunian’s usual three-part form. Each part develops and thickens texturally to a climax, 
ending with an abrupt cesura. After the first two sections’ caesurae, the texture reverts to a 
single voice and begins anew. The exposition and development of the first subject is A 




152).395 Similar to the formal logic of the first movement, the return of the A in the third 
section (mm. 153–184) is in the form of a culmination–reprise where both subjects are 
combined and developed simultaneously. Thus ternary form is blended with the 
development inherent in the form of a double fugue. 
Characteristic Armenian idioms are seen in both fugue subjects (Example 3.18). 
Each subject begins with the same intervallic motive: an ascending fourth descending 
stepwise to explore the span of a minor tetrachord before developing further. In phrasing, 
the first subject begins with the ashugh-style empty downbeat (similar to the main theme of 
the first movement), whereas the second subject begins with a solid downbeat. Both 
metrically flip between triple and duple division (6/8 or 3/4), the same polymetric 




Example 3.18: Polyphonic Sonata, subjects from III. Fuga, mm. 1–6 and 54–59 
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In the architecture of thematic unity throughout the cycle of movements, we again 
see Arutiunian’s symmetrical thinking at work. Yedigaryan insightfully observes that the 
main theme of Invenzia and subjects of the Fuga share a similar intervallic outline: each 
begins with an ascending fourth and leads to the pitch class a major second above the 
starting note.396 The first two are at the same pitch level, and in the second Fuga subject 
this intervallic outline is transposed up a perfect fifth (Example 3.19).  
Example 3.19: Polyphonic Sonata, comparison of principal themes 
In contrast, the augmented trichord motive of the middle Choral movement does not appear 
prominently in the outer movements. This contrasting motivic vocabulary between the outer 
movements and the middle movement also enhances the ABA symmetry in the cycle of 
movements. 
Arutiunian’s compositions are often self-referential, re-using a common vocabulary 
of textures and styles. Yedigaryan points out that a number of the musical gestures and 
techniques that Arutiunian first established in Polyphonic Sonata become a standard part of 
                                               




his musical vocabulary. Distinctive elements of the Polyphonic Sonata are employed again 
in Humoresque (1947), Armenian Rhapsody (1950), Three Pictures (1960), Rhapsody ‘Our 
Old Songs’ (1974), and Six Moods (1976).397 Yedigaryan further observes that after 
Polyphonic Sonata: 
the texture of the composer’s compositions becomes richer and more diverse, 
yet at the same time the discipline of voice is stricter, […] an important sign in 
the development of compositional style. Fugato sections organically included in 
the developmental sections of many of Arutiunian’s works ([e.g.] third 
movement of Cantata about the Motherland, third movement of Symphony). 
The principle of constructing a cyclic form on the basis of motivic links […], 
one of the mature aspects of the composer's style [first] 
realized in the Polyphonic Sonata, will be of decisive importance in the work 
on the Symphony (1956-57).398 
1947 and the Influence of Prokofiev 
During 1947, his second year of study in Moscow, Arutiunian continued to develop 
his stylistic and contrapuntal maturity and his output suggests a conscious study of the 
techniques of Sergei Prokofiev. Four works were written that year: Humoresk [Yumoreska, 
Humoresque] for piano (1947), Par [Tanets, Dance] for violin and piano (1947), String 
Quartet (1947), and Handisavor nerbogh yev K’aylerg [Torzhestvennoĭ ody i Marsha, Solemn 
Ode and March] for orchestra (1947). Two of these works are associated with the Komitas 
Quartet, a well-known ensemble supported by the Armenian government.399 In 1925, a 
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group of Moscow Conservatory students formed the Komitas Quartet. The group received 
Armenian government sponsorship in the 1930s and continues today as one of the longest-
running ensembles of its type. The founding members include first violinist Avet 
Gabrielyan and cellist Sergei Aslamazyan. The latter wrote a series of important 
arrangements of Komitas songs for the quartet which Arutiunian heard and was inspired by 
in Yerevan in the 1930s (see Chapter Two).  
Arutiunian recalls that the members of the quartet resided at the Armenian House 
of Culture during his time there.401 Like Khachaturian’s Pesnya-poema v chest’ ashughov 
[Song-poem in honor of the Ashughs] (1929), Arutiunian’s Dance was written for 
Gabrielyan, and Arutiunian 
premiered the work with him in a 
recital at the House of Culture. 
Unlike Arutiunian’s other works 
from his Moscow years, this work 
clearly channels his Armenian 
style of the 1930s: 6/8 meter, 
ternary form, frequent static open fifths drone accompaniment, consistent ashugh-like two-
bar phrasing with empty downbeats, free use of seconds as consonant ornamentation, and a 
metric texture that freely shifts between compound duple (6/8), simple triple (3/4), and 
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simple duple (2/4) (Example 3.20).  
Example 3.20: Dance, main theme, mm. 7–12 
In contrast, Arutiunian’s approach is clearly layered in the style of the Polyphonic 
Sonata and he employs the methods of textural developmental to create more complex 
idiom than his earlier compositions in this style. The B section sets a striking and broad 
‘Armenian-style’ melody in the violin. With a few exceptions, this theme would largely 
satisfy earlier analyses of an Armenian folk melody, consisting of a two-link mode 
consisting of a G Phrygian trichord linked to a B♭ tetrachord of modulating quality—first 
Phrygian then augmented (see Chapter One for this style of analysis). This melody is set 
over a constant E♭ bass pedal (drone) with motor accompaniment based on the main theme 




Example 3.21: Dance, Armenian-style B theme, mm. 43–57 
Dance demonstrates the template that Arutiunian draws from in his subsequent 
works: a texture of distinct and contrapuntally-conceived layers. Melody and bass layers are 
generally given precedence. The melodic layer is often constructed from or inflected with 
characteristic Armenian and ashugh melodic devices. The bass layer is frequently some 
form of a static drone, anchoring the tonal center. To these outer layers, an inner harmonic 
layer and frequent countermelody layers are added, often in the register in between the 
melody and bass.  
Independent harmonic, contrapuntal, and motivic interaction between the melody, 
harmony (piano right hand), bass (piano left hand), and occasional countermelody (e.g. 
Example 3.20, mm. 10–12) demonstrates the continued evolution of Arutiunian’s 
construction in discrete musical layers (as seen in the Polyphonic Sonata). Dance is a 
precursor of Arutiunian’s Big Soviet style (explored in Chapter Four) in the remarkably 
cosmopolitan combination of techniques: Armenian-style melody, characteristic ashugh and 
Armenian motivic and rhythmic devices, harmonic devices of the Kuchka, and the layered 
contrapuntal idiom of Litinsky. 
That same year, Arutiunian composed his String Quartet (1947) in fulfillment of 




a performance at the Union of Soviet Composers, and was later championed by the Komitas 
Quartet.402 Arutiunian describes his emphasis on using contrapuntal techniques similar to 
those in Polyphonic Sonata, ending the final movement with a double fugue and also 
employing polytonal methods.403 Regrettably the String Quartet is unpublished, unrecorded, 
and has been unavailable for detailed examination. 
During his time in Moscow, Prokofiev evidently was an important influence on 
Arutiunian’s development. Biographer Isabella Eolyan described the connection in common 
Soviet language: 
The flexibility and versatility of Prokofiev's melodies, the lightness and texture 
of orchestration, surprisingly ‘sunny’ perception of life, lightheartedness, and 
peculiar earthy, folksy humor of the many wonderful pages of [Prokofiev’s] 
music were close to Arutiunian and impressed him.404  
Soviet musicologist Margarita Ter-Simonyan remarks that the String Quartet contains 
“obvious ‘Prokofievisms,’ refracted […] in [Arutiunian’s] typical style.”405 Arutiunian in his 
[Memoirs] mentions more instances where the music of Prokofiev made an impact on him. 
First in the 1930s, Prokofiev gave a recital in Yerevan where he played his Piano Sonata 
No. 3:  
He played Fugitive Visions [op. 22], the Third Sonata, and other works of his, 
performing magnificently and uniquely! The music of the great composer 
made a stunning impression on me. Years later, I learned the same as his Third 
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Sonata, and then, of course, I felt much closer to Prokofiev's audacious music 
in his innovation.406 
Arutiunian mentions a recital from 1943, as the specter of war hung over Yerevan, which 
he attended with Konstantin Igumnov: 
In 1943, Svyatoslav Richter performed his first tour of Transcaucasia. For the 
first time in Yerevan he played the Seventh Sonata of Prokofiev with its 
powerful finale. And when the finale was over, Igumnov, sitting next to me, 
turned around and whispered to me: "You feel the tanks have gone, the tanks 
have gone." I was amazed by such a precise definition, for, indeed, in this 
performance tanks were heard…407 
Lastly, among the various impressions Arutiunian soaked up in Moscow, he mentions 
Prokofiev again: 
I remember the indelible impression made by Prokofiev's ballet Romeo and 
Juliet staged by Leonid Lavrovsky and Galina Ulanova as Juliet.408 
At this point, some discussion of Prokofiev’s music is appropriate. American theorist 
Deborah Rifkin succinctly describes a key and relevant aspect of Prokofiev’s style after he 
emigrated back to the Soviet Union in 1936. 
In his diary Prokofiev wrote about a desire for a ‘new simplicity’, a style that 
featured simple melodies and comprehensible form. Compared to the avant-
garde aspirations of his early works, his ‘new simplicity’ features a self-
conscious return to Classical precedents. Prokofiev believed his new lyricism 
would be a uniquely modern yet accessible music for the Soviet people. Many 
of his most popular works, including Lt. Kjie (1933), Romeo and Juliet (1935–
6), and Peter and the Wolf (1936), are written in the style associated with this 
‘new simplicity’. This style is distinctive because of its sudden and markedly 
transgressive chromatic swerves to distant harmonic areas. By invoking and 
then thwarting tonal conventions, Prokofiev creates a compelling tension 
between Classicism and modernism.409 
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Although Arutiunian never directly articulated how Prokofiev’s music influenced him, 
several aspects of Prokofiev’s approach are evident in Arutiunian’s works from this period 
and onward. Rifkin’s description of “simple melodies and comprehensible form” is 
applicable to many of Arutiunian’s compositions. Clear formal structures and periodic 
themes were already a common feature of Arutiunian’s works. Like Khachaturian, 
developmental sections in Arutiunian’s earlier works tend toward a less regular phrase 
structure inspired perhaps by improvisatory ashugh performances or Romantic precedents, 
in works such as Armenian Dance, Prelude-Poem, Three Preludes, and Dance. After 1947, 
periodic and balanced phrase structures associated with neo-Classicism (and Prokofiev) are 
decidedly more evident. Furthermore, as he matures as a composer, Arutiunian adapts one 
of Prokofiev’s distinctive procedures, as described by Rifkin: simultaneously invoking yet 
thwarting tonal conventions. His methods for achieving that effect are his own, but the 
approach of creating tension between classicism and modernism may reasonably be 
surmised to have been influenced by Prokofiev’s model.  
The sole published score demonstrating the first stages of this engagement with the 
music of Prokofiev is Arutiunian’s third work of this year, Humoresque for piano. When it 
was finally published in 1986, Arutiunian gave it the subtitle “in imitation of Prokofiev.” A 
mere nineteen bars long, it is evocative of Prokofiev’s humorous and ironic march style 
(e.g. March from Prokofiev’s Musiques d’enfants [Music for Children], Op. 65). 
Humoresque is a brief character piece and Prokofiev-style musical joke which Arutiunian 




features a highly periodic Neo-Classical eight-bar phrase structure which has not been a 
feature of Arutiunian’s prior music (Example 3.22).  
Example 3.22: Humoresque, mm. 1-4410 
The ‘humor’ of Humoresque is that Arutiunian sets up an expectation of clearly hierarchical 
eight-bar periods, but on the third iteration interrupts the phrase rhythm with an 
unexpected cadence in the third bar (Example 3.23). Yedigaryan suggests Arutiunian did 
not publish it at the time because the effect of the joke would be lost if it became a well-
known repertoire piece.411  
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Example 3.23: Humoresque, mm. 17–19412 
Arutiunian expressed his personal fondness for Prokofiev and his music through two 
stories honoring the composer’s memory in his Memoirs. First, he described Prokofiev’s 
passing: 
On the day of Stalin’s death, March 5, 1953, our brilliant contemporary, Sergei 
Prokofiev, passed away. In the days of nationwide sorrow for Stalin’s passing, 
Prokofiev was buried almost unnoticed, because Moscow, distraught with grief, 
was not up to the great musician.413 
He also recalls a meeting of the Central Committee of the Communist Party of Soviet 
Union (“Central Committee”) in the mid-1950s, to which he and a few others were invited: 
In his report, [Khrennikov] highly appreciated the role of Prokofiev and 
Shostakovich, paying tribute to their enormous contribution to the development 
of culture. In the discussion of the report, the editor-in-chief of the magazine 
Sovetskaya muzyka E.A. Grosheva took part, and, referring to Prokofiev's 
works, stated: “Even in the opera War and Peace, the author has not overcome 
the tendency of formalism.” I do not know what the devil pulled me, but I 
exclaimed from my place: “Listen, leave the bones of this great man alone!” He 
got up and went out into the corridor. Two men in civilian clothes came up to 
me immediately, saying that I had apparently forgotten where I was and 
behaved inappropriately. Having understood who I'm dealing with, I was not at 
a loss and said: “Lenin taught us to debate hotly and passionately” and I added a 
random volume number and page from the complete works of Lenin’s writings. 
My “counterattack” had an effect, and these two stepped back and withdrew. In 
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the evening at the hotel, Kara Karayev quite seriously told me that he doubted 
whether I would ever return.414 
Arutiunian’s emulation of Prokofiev reportedly culminated in his unpublished Solemn 
Ode and March for orchestra. Eolyan gives a description of this work: 
[Arutiunian’s] achievements are indisputable - the [expressive and technical] 
sphere has broadened, the harmonic language has become more modern, and 
the orchestral skill has become more refined. [… in several places there is an 
almost] mechanical transfer of Prokofiev's stylistic devices.415 
That same year, Litinsky submitted this score on Arutiunian’s behalf to a contest held by 
the All-Union Radio Orchestra, under the direction of prominent Moscow conductor 
Nikolai Golovanov (1891–1953).416 Golovanov selected Arutiunian’s entry and praised the 
work in language characteristic of the era: 
I selected this work among many symphonic works submitted to the contest for 
performance in a festive concert. It is genuinely national in its musical 
language, and it reflects the spiritual strength of the composer and his immortal 
love for his Motherland.417 
It was premiered in the Great Studio at the House of Radio in November 1947, and also 
performed in Yerevan later that year. Golovanov invited Arutiunian to his house the day 
after the premiere—reportedly a rare honor—and showed him around. 
After drinking cognac, which I brought with me, he embraced me in a friendly 
way and wished me success in my future work.418 
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In Golovanov, Arutiunian had impressed a powerful figure in the Moscow musical 
establishment. Although speculative, it seems a tantalizing possibility that this connection 
may have been a valuable asset to Arutiunian during the political storm which descended on 
the Soviet musical world in the coming year.  
 
Development of a Cosmopolitan Style 
During World War II (1941–1945) 
and his subsequent Moscow period (1946–
1948), Arutiunian continued to study and 
embrace compositional devices and aesthetics 
from a broader range of sources that he 
received during his primarily Armenian 
nationalist education at the Yerevan State 
Conservatory during the 1930s. Political 
oversight of Soviet composers during the war 
was minimal. Although Arutiunian certainly 
contributed to the war effort, Arutiunian’s 
development proceeded evidently unhindered 
by any sense of censorship by central authorities. Each of his published works from this 
period demonstrates the rapid development and assimilation of features, including: 
Romantic elements inspired by his studies with Konstantin Sarajev and Konstantin 
Figure 3.11: Arutiunian with Golovanov 
(1947) 
Inscription: “In good memory of the first 





Igumnov; contrapuntal devices and layered thinking derived from his studies with 
K’ushnaryan and Litinsky; Neo-Classical stylistic features adopted from the models of 
Sergei Prokofiev; and motivic elements and procedures that show a continued study of the 
influential works of Aram Khachaturian. Arutiunian also developed distinctive 
compositional vocabulary during this period, including the Arutiunian Cadence, augmented 
trichord, symmetrical forms, and contrapuntal layering. The coming chapter will explore 
the events of 1948, when the favorable political conditions for composers come to an 
abrupt halt. In light of the political tumult, the aforementioned cosmopolitan mix of 
influences and unique compositional vocabulary are the raw materials which Arutiunian 








ESTABLISHMENT OF ARUTIUNIAN’S BIG SOVIET STYLE 
 
One of the animating factors in the Soviet musical sphere through the 1930s–1940s 
was the pursuit of monumental Soviet musical masterworks in the pinnacle genres of 
symphony or opera within the acceptable boundaries of Socialist Realism. Musicologist 
Levon Hakobian describes in detail the impetus behind what he aptly describes as the Big 
Soviet style: 
As early as 1924 [Soviet musicologist Boris] Asaf’yev, putting forward the idea 
of the creation of a radically new, genuinely Soviet kind of musical art, had 
launched a call: ‘Composers, make haste!’ Though from that time onwards the 
ambition to have a truly Soviet symphony and a truly Soviet opera would be 
expressed over and over, on all sorts of occasions, the composers, despite their 
good will, displayed a striking lack of understanding of their real task. To apply 
some politically, ideologically, socially relevant and compelling subject matter 
was not enough. There was also the problem of being adapted to the level of 
comprehension of [… the political leaders who] were vitally interested in 
having at their disposal some demonstrable models [from the] high realms of 
art […]. They urgently needed a ‘big style’ of their own – a spectacular style 
embodying their ideas about greatness, beauty and [ideology …] achieving the 
desired synthesis of the elevated and the popular, the heroic and the 
commonplace, the elaborated and the simple, the ‘tragic’ and the ‘optimistic.’419 
Based on Arutiunian’s works during the years examined so far, the musical 
environment at the Yerevan Conservatory appears to have been relatively free from this 
pressure toward the Big Soviet style. As explored in the Chapter Two, the direct supervision 
of the periphery, including Armenia, from Moscow was largely ineffectual before the 
                                               




creation of the All-Union Composer’s Union in 1948. Arutiunian’s growth during this time 
was primarily along the lines of the Armenian nationalist style of Spendiaryan, Melik’yan, 
and Barkhudaryan, with later Romantic and modernist influence of Khachaturian, Sarajev, 
Igumnov, K’ushnaryan, Litinsky, and Prokofiev. Before 1948, Arutiunian appears to have 
largely avoided pressure to apply himself in the direction of the Big Soviet style which is 
the focus of the present chapter. 
The political atmosphere for Soviet composers took a decisive turn with the 
infamous Decree of 1948, which heralded a renewed crackdown on artistic freedom in the 
late Stalinist period. Arutiunian, finishing his studies with Litinsky in Moscow, successfully 
navigated this change of direction in composing his graduation work, Kantat Hayrenik’i 
Masin [Kantata o Rodine, Cantata About the Motherland] (1948).420 The Cantata is a 
landmark in the evolution of Arutiunian’s style and marks the beginning of his Big Soviet 
period. Arutiunian’s works in this style combine the grand scale and dramatic sentiment of 
nineteenth-century Romanticism, the (required) optimistic orientation of Socialist Realism, 
and compositional techniques developed in his Armenian nationalist style. Furthermore, the 
Cantata is one of many examples of Arutiunian composing in a uncontroversial tonal-
harmony style, where he omits from his vocabulary complex and ambiguous tonal and 
contrapuntal devices and employs clear tonal harmonic progressions that are otherwise rare 
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in his output. The Cantata was a success with authorities and won the highest honor of the 
day, the Stalin Prize. During the decade following, Arutiunian enjoyed great professional 
success and established the foundations his professional career and personal life in Yerevan. 
Arutiunian’s Big Soviet period was among his most prolific compositional eras and this 
chapter examines three of his best-known works in this style: Cantata about the Motherland 
(1948), Festive Overture (1949), and the Trumpet Concerto (1950). 
I. 1948 RESOLUTION, CANTATA, AND STALIN PRIZE 
During the years of World War II, Soviet artists were allowed greater freedom from 
control and criticism under the slogans of unity and patriotism. During this time, relatively 
modernist works such as Shostakovich’s Symphony No. 8 (1943) and Symphony No. 9 
(1945), and Khachaturian’s Symphony No. 3 (1947), while causing some discomfort with 
certain officials, were permitted despite their modernist elements.421 However, as post-War 
competition between the Soviet Union and the West escalated, Stalin undertook a campaign 
guided by  
what he perceived as the evolving logic of the Cold War, one which would pit 
the Soviet intelligentsia against all things Western.422 
Stalin tasked Andrei Zhdanov (1896–1948), a long-time party leader and deputy, with 
overseeing the return to ideological purity in the cultural spheres.423 This campaign began 
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in the field of literature in 1946 and on account of Zhdanov’s leadership of the campaign, it 
became known as Zhdanovshchina [variously Zhdanovism, Zhdanov Doctrine, Zhdanov-
spirit, or ‘the Era of Zhdanov’]. 
Zhdanovshchina (1948)  
The anti-formalist crackdown arrived in the musical sphere in with a resolution 
from the Central Committee early in 1948. Alleged formalist transgressions in Vano 
Muradeli’s relatively inoffensive opera Velikaya druzhba [The Great Friendship] were used 
as a pretext to condemn the existing Soviet musical establishment for harboring the 
influences of Western culture.424 Musicologist Marina Frolova-Walker colorfully describes 
how the campaign unfolded: 
The festival of ideological censure began at the [Central Committee] on 10 
January; the Resolution was finally published on 10 February prompting a 
stream of articles in the press, and endless rounds of further meetings. […] A 
wave of dismissals rolled across the music world for several months. The 
careers of the six composers named in the Resolution (Shostakovich, 
Prokofiev, Myaskovsky, Khachaturian, Shebalin and Popov) were badly dented, 
their music no longer to be heard on concert platforms or seen at the printing 
presses, and their teaching positions lost or restricted. As the campaign 
widened, the list of formalists grew in the press, and new music largely 
disappeared from concert halls and opera houses. 
This campaign dramatically re-wrote the acceptable boundaries of Socialist Realism and re-
emphasized the framework that had been in development since the 1930s.425 Frolova-
Walker further describes the implication for Arutiunian and other composers of the ethnic 
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The 1948 Resolution against ‘formalism’ not only delivered a broadside against 
modernism, but reinforced musical nationalism. Since all the most eminent 
Soviet composers, including Prokofiev and Shostakovich, were pulled down 
from their pedestals, the Russian nineteenth-century classics for a time became 
the only possible compositional model, and the only appropriate subject for 
musicological research. Even the ranks of the classics underwent a purge: not 
only Scriabin, but also [Rachmaninov] and even [Liadov] were removed for 
their modernist tendencies. New attacks were made on ‘folkloristic modernism’, 
represented now not only by the familiar culprits Stravinsky, Bartok, and 
Szymanowski, but also by Prokofiev in his Kabardin-Balkar Quartet (Quartet 
No. 2), and even Khachaturian in his Poem about Stalin.426 
In Arutiunian’s memoirs, he relates that he himself was the target of criticism by the 
Armenian Composers’ Union in the wake of Zhdanovshchina: 
A consequent resolution appeared in the Armenian press, which included the 
names of the members of our composer group. Back in the autumn of 1947, 
after listening to our ‘Moscow’ works at the Armenian Composers’ Union, the 
opinion was expressed that we ‘have lost all our nationality.’ Apparently, the 
works presented by us were too unusual for some of them. A. Babajanyan, E. 
Mirzoyan, A. Khudoyan and I felt the injustice and prejudice of such 
criticism.427 
A new musical-aesthetic doctrine came into force as a result of the decree and 
subsequent discussions, which later became known pejoratively as beskonfliktnost’ [conflict-
less-ness]. 
The theory of beskonfliktnost’ proposed that Soviet drama [and music], as an 
accurate reflection of everyday life, should no longer portray serious conflicts, 
since Soviet society was now supposedly free of class and social antagonism.428 
Hakobian describes the impact critically: 
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The large scope of contents and emotions of the Big Soviet style of the 1930s 
and early 1940s was to be reduced to calls for new victories of ‘the better’, to 
the glorification of ‘the very best’ and to the popularization of inspiring 
historical precedents […]. In the domain of music, the doctrine of 
beskonfliktnost’ implied, in particular, the prevalence of the major mode and 
the requirement to conclude any considerable work in an optimistic mood. 
‘Psychologism’ and ‘subjectivism’ became common abusive terms. Any sign of 
psychological complication, any reference to higher cultural values, even any 
attempt to develop folk or folk-like motifs in a more or less unusual, creative, 
inventive way was considered ideologically inadmissible or, at least, aroused 
suspicion. 
[…] In the conditions imposed by the doctrine of beskonfliktnost’, some 
stylistic diversity could be reached chiefly through the use of elements of a 
certain local tradition; it was no surprise that during the era of late Stalinism 
the composers from the provinces of the USSR, especially from the republics 
of Trans-Caucasia, succeeded in producing a number of relatively fresh and 
viable works. These include […] the melodious five-movement Cantata About 
the Motherland (1948) and one-movement Trumpet Concerto in A-flat (1950) 
by [Alexander Arutiunian].429 
As will be seen in the following section, the decree of 1948 and this new atmosphere in 
Soviet music had a substantial impact in Arutiunian’s compositional approach during the 
following decade.  
Stalin Prize System, Climate of 1948, and Birth of the Cantata 
Arutiunian’s graduation work from the program at the House of Culture was his 
Cantata About the Motherland, which was premiered in Moscow at the assembly of the 
Union of Soviet Composers, November 1948. In many ways, the Cantata demonstrates a 
skillful reading of the requirements and opportunities of the political climate of that year. 
Arutiunian’s efforts were very successful, elevating him to the rank of laureate of the Stalin 
                                               




Prize, first degree—an honor that eluded all of his fellow Armenians except the 
indomitable Aram Khachaturian.430 To understand the origins of the Cantata, we must first 
a look at the context of the Stalin Prize system and the genre of Stalin Cantata. 
The Stalin Prize was an important feature of late Stalinist musical life.432 Stalin 
Prizes were awarded annually from 1942–1952 and honored both the sciences and the arts, 
including performers, writers, architects, producers, and 
composers. Those honored for first degree prizes received 
100,000 rubles (a magnificent sum in a society where 
most laborers earned around 300 rubles a month), a gold 
bust-of-Stalin medal (see Figure 4.1), and the honorary 
title of Stalin Prize laureate, which brought significant 
fame and professional opportunities. Prize candidates 
were nominated by a panel of expert judges from the all 
arenas of the arts known as the Komitet po Stalinskim 
premiyam [Stalin Prize Committee]. The Stalin Prize Committee annually debated, 
reviewed, and auditioned works in all artistic domains. Their work culminated with a secret 
ballot which produced a list of candidates to be awarded prizes. These independently 
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created candidate lists were then subject to substantial revision by the many layers of the 
Soviet bureaucracy, including Stalin himself. Before 1948, first-degree Stalin Prize awards 
for composition were generally awarded to leading composers of the Soviet ‘center’ 
(Shostakovich, Prokofiev, Khachaturian, Myaskovsky, Glière, Shaporin, Kabalevsky, 
Shebalin, and others) for artistically significant and ideologically unproblematic works. 
Composers from the peripheral republics were judged for prizes through a kind of colonial 
affirmative-action mindset: these composers’ efforts were encouraged by the Stalin Prize 
committee with second-degree prizes, but they were judged by lower standards than 
Moscow- or Leningrad-based second-degree recipients because they were from the so-
called developing cultures.433 Under this arrangement, no peripheral composer received a 
first-class prize for composition except Khachaturian, who had transcended the Armenian 
category and was considered a member of the Soviet center.434The category of Soviet 
compositions known as a Stalin Cantata, into which Arutiunian’s Cantata about the 
Motherland falls, also played an important role in Soviet musical life. Soviet society had 
many required public rituals, which Frolova-Walker describes as atheistic religious 
rituals.435 One of these rituals was the composition of works explicitly glorifying the great 
leader, meaning either Lenin or Stalin.436 As Stalin’s personality cult grew through the later 
1930s and 1940s, composers were increasingly obliged to participate by producing cantatas 
                                               
433 Frolova-Walker, Stalin’s Music Prize, 59-61. 
434 Ibid. 
435 Marina Frolova-Walker, “Stalin and the Art of Boredom,” Twentieth-Century Music 1, issue 1 
(March 2004), 103–104. 




on texts glorifying the life and achievements of the leader in quasi-religious terms. The 
flavor of this genre is illustrated by an excerpt from the text of Boris Asaf’iev’s Kantata-
Pesnya o Staline [Cantata-Song of Stalin] (1939): 
I saw Stalin in the Kremlin 
saw him so closely 
That is there any happiness on earth  
Brighter and more beautiful than mine? 
 
was so happy for my life 
saw everything I love 
My days will not perish in the dark –  
saw Stalin in the Kremlin 
 
And now I wish to live a brighter life  
Work better and make friends 
On Stalin’s new land . . . 
saw Stalin in the Kremlin437 
 
Other notable examples of the genre include Khachaturian’s Poeme o Staline [Poem about 
Stalin] (1938), Prokofiev’s Zdravitsa [A Toast!] (1939) for Stalin’s 60th birthday, and 
Shostakovich’s Pesn’ o Lesakh [Song of the Forests] (1949). Participating in this ritual was 
particularly useful to composers under a cloud of criticism, as it offered them an 
opportunity to demonstrate loyalty to Soviet authorities in terms they could easily 
understand.438 Notably, Shostakovich’s Song of the Forests served as the start of his official 
rehabilitation after the Decree of 1948. Given the criticism leveled at Arutiunian and his 
colleagues, the choice of a patriotic cantata as his first Zhdanovshchina work represents 
both a typical response and a savvy move by the young composer to attract positive 
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The first All-Union Congress of Soviet Composers was organized April 1948 and 
Arutiunian, Babajanyan, Khudoyan, and Mirzoyan attended the congress as a members of 
the Armenian delegation.440 The Congress was dominated by a lively discussion of the 
meaning of recent events, including the obligatory (and insincere) repentance of the major 
composers who had been denounced in February, including Khachaturian and 
Shostakovich.441 The Congress coincided with the announcement of the 1948 Stalin Prize 
recipients. Prior to 1948, Stalin Cantatas had generally been considered less artistically 
serious genre than symphonies or operas and had not been seriously considered for Stalin 
Prizes. As part of the purge following the 1948 Decree, the long-serving chairman Mikhail 
Khrapchenko and many from the music section of the Stalin Prize Committee were 
removed from their positions. They were replaced by Tikhon Khrennikov, who was also 
installed as head of the Composer’s Union, and a half-dozen of his trusted allies. 
Furthermore, the sudden disqualification of leading candidates for prizes during the middle 
of the 1948 Stalin Prize cycle left a void of candidates for first-prize awards. Under these 
new circumstances, not one symphony or concerto earned a prize that year. In their 
absence, however, a first-class Stalin Prize was awarded to Juozas Tallat-Kelpša, a relatively 
unknown Lithuanian composer, for his Kantata apie Staliną [Cantata About Stalin].442 The 
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prizewinners were announced on April 20th, during the proceedings of the Congress and 
Tallat-Kelpša was present to give the required acceptance speech.443 As a delegate to the 
Congress, Arutiunian was certainly aware of this remarkable new precedent: the Soviet 
Union’s highest artistic honor was awarded for the first time to a composer from the 
outlying republics for a cantata praising Stalin.  
Figure 4.2: Arutiunian and others at the First All-Union Congress (1948)444 
Sitting L-R: Arutiunian, Kara Karayev, Khachaturian, Shostakovich, David Toradze, 
Babajanyan 
Standing from left: B. Sosyan, Khudoyan, Mirzoyan, (unknown), G. Hovhannisyan 
When exactly during 1948 Arutiunian began his work on the Cantata is not known, 
but it seems reasonable to infer that the example of Tallat-Kelpša’s success at the very least 
encouraged him. Arutiunian relates that Litinsky advised him during the creation of the 
Cantata, beginning with the selection of its genre and texts.445 Litinsky’s own experience 
navigating the Soviet system after his condemnation as the first ‘formalist’ in 1934 was 
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potentially also a helpful asset in crafting Arutiunian’s approach. The Cantata is 
Arutiunian’s only work from 1948 and the process of forging a new stylistic approach 
appears to have consumed his focus that entire year. 
The original Armenian pomes Arutiunian chose by Sarmen [Armenak Sarkisyan] 
(1901–1984) and Ashot Grashi (1910–1973) are not in works praising Stalin or otherwise 
participating in the personality cult. In fact, they contain no direct references to Stalin and 
are substantially more focused on the Armenian homeland then a standard example of the 
genre. However, since the premiere was to take place in Moscow, the poems were 
translated into Russian and were adapted to Russian by Aleksandr Gayamov. Arutiunian 
hints at his feelings about the political atmosphere when describing Gayamov’s work: 
Unlike the Armenian primary sources, [Gayamov] introduced the name of 
Stalin in a number of places. He tried to convince me that “it is necessary.” Of 
course, I could not state my disagreement at the time.446 
An English translation of an excerpt from Sarmen’s Tsntsut’yan yerg [Song of Joy] is 
contrasted with Gayamov’s adaptation as Zazdravnaya [Celebration] in the figure below 
(Figure 4.3). Notice the insertion of a classic ideological images throughout and praise of 
Stalin in the fifth stanza. 
                                               




Tsntsut’yan yerg [Song of Joy] by Sarmen 
 
My worshipped, my luminous 
The severe days are gone forever. 
Lay the tables, pour some wine, 
Fill the glasses with the wine. 
 
Under the free Armenian sun, 
Let’s drink, let’s fill the hearts with fun, 
blessing life. 
Under the free Armenian sun 
Let’s drink, let’s fill our hearts with fun, 
blessing our life. 
 
Call our neighbors, new and old, 
From these or those households. 
Lay the tables, pour some wine 
Fill the glasses with the wine, 
Under the free Armenian sun. 
 
Let’s drink, let’s fill the hearts with fun, 
Blessing our life  
Under the free Armenian sun. 
Let’s drink, let’s fill the hearts with fun, 
Blessing our life. 
 
The stainless soul of our great grandfathers 
Kept ever-burning and unbroken 
Kept ever-burning and unbroken 
The unrealized dream of thousand years 
The unrealized dream of thousand years 
Now, my blithesome, take your glass, 
Take your glass. 
Zazdravnaya [Celebration] adapted by 
Gayamov 
Celebrate the bright glorious holiday  
Let him celebrate a toast. 
We will raise [a glass] together more often 
to A part of our native homeland. 
 
Glorify all nations with songs 
Our wonderful land is free 
Glorify in songs all nations the land is free, 




Our second toast is in honor of the people 
They are glorious in labor and in the cause! 
Peace be to his fields and cornfields,  
May he always live happily, without 
knowing misfortune. 
 
Glorify all nations in songs 
our wonderful land of freedom. 
Glorify all nations in songs 
the edge of freedom is our wonderful world. 
 
 
We praise Stalin's homeland 
all raise the cup again, 
Pass the horn of wine in a circle 
In honor of the teacher and friend,  
In honor of the leader. 
Hail our great, wise leader. 
Hail wise Stalin! 
Figure 4.3: English translations of Sarmen’s Tsntsut’yan yerg and Gayamov’s Zazdravnaya447 
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Cantata About the Motherland (1948) 
The musical language of the Cantata is calibrated to a different set of requirements 
than Arutiunian’s earlier works. Arutiunian employs a clear and regular phrase structure 
characteristic of Prokofiev’s Neo-Classical approach, but without the modernist 
transgression of tonal conventions. If anything, he omits transgressive elements from his 
compositional vocabulary to create a clear tonal style with textbook-style harmonic 
progressions and straightforward treatment of static harmonic regions over stable bass 
drones. In this regard, Cantata is in the same vein as the hymn Stalin he co-composed with 
Babajanyan in 1944 (see Example 3.7). At the same time, other elements of his early 
compositions persist, are adapted to the new style, and become stable features of 
Arutiunian’s ensuing Big Soviet style. These elements include the frequent use of a drone-
like bass to anchor tonal sections, melodies constructed in a distilled Armenian style, 
rhythmic vitality, modal flexibility, and formal schemes employing symmetry and arch 
structures. Arutiunian also continues to employ characteristic devices like the Arutiunian 
Cadence and the augmented trichord. Arutiunian also demonstrates a skillful and colorful 
approach to orchestration, frequently paying homage to Rimsky-Korsakov. 
The first movement, Tsntsut’yan Yerg [Song of Joy], opens with the dramatic 
trumpet fanfare.448 This fanfare is distinctly referential to the opening fanfare from 
Rimsky-Korsakov’s Procession of the Nobles from the opera Mlada (1890). It opens with an 
identical building of layers: first a solo brass instrument alone on the pitch class G, then 
                                               




joined by second brass voice on the pitch class B♭, next adding a third voice (albeit on E♭ 
not D), and the three voices building until they are joined by emphatic tutti orchestral 
chords. 
Example 4.1: Cantata About the Motherland, I. Song of Joy, mm. 1–9449 
(n.b. all excerpts are given in concert pitch and condensed score format) 
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After initially suggesting G minor, then E♭ major, then E♭ minor, the tutti orchestra 
enters with a prolonged G dominant sonority for several dramatic measures in 5/4 meter. 
Resolving conventionally to the principal key of C major at the entrance of the choir, the A 
section (mm. 15–54) exudes Russian and European traditionalism in four-voice functional 
harmony and four-bar phrase structure. An orchestral response in the symbolic harmonic 
major mode by the orchestra (C major with ♭6#, m. 19) is a Kuchka Orientalist cliché and a 
far cry from Arutiunian’s previous ways of integrating Armenian idioms. Tonic–
predominant–dominant harmonic progressions are clearly articulated by root-position bass 
motion (Example 4.2). 
Example 4.2: Cantata, I, A theme, mm. 15–20 
The harmonic center predictably shifts to the relative minor in the second half of the A 
section. This opening is among Arutiunian’s most unambiguously conventional European-
style tonal writing to date. 
The contrasting B section of the movement (mm. 55–68) is more characteristic of 




on a tonic of G with two augmented seconds (♭6#–7#, ♭2#–3#) set over a tonic pedal (Example 
4.3). 
Example 4.3: Cantata, I., B theme, mm. 55–58 
This melody is developed contrapuntally between the four voices. In the final four measures 
of the section, the Armenian modal scale is replaced by G dominant, setting up an 
unambiguous return of the A section material in C major (Example 4.4). 




The second movement, Kremlyan yeghevninerě [Kremlin Fir Trees] opens with an 
echo of the first-movement fanfare.450 The fanfare quickly dissolves into a rhapsodic 
clarinet solo set over a drone and accompanied by planed non-functional harmonies 
(Example 4.5). This is another fairly straightforward allusion to techniques common in the 
works of Rimsky-Korsakov, e.g. Scheherazade. 
Example 4.5: Cantata, II., fanfare and clarinet rhapsody, mm. 1–5 
The main A material (mm. 10–17) is a solo for tenor with orchestral accompaniment in A♭ 
major. Here Arutiunian debuts another of his life-long musical devices: a lyrical melody set 
with a contrapuntal duet that sustains back-and-forth interplay throughout. We also see here 
                                               




a return of the Arutiunian Cadence in the voice part, dramatizing the cadence of this 
joyous major-mode melody with ♭6#, the ♭6#–7# augmented second, and ♭3# starting in the 
penultimate bar (mm. 17). This is characteristic of Arutiunian’s Big Soviet lyrical style: 
lyricism, counterpoint, and symbolic motives replace his early emphasis on construction 
that is more directly derived from Armenian music (Example 4.6). Note also the clean 
hierarchical and periodic phrase structure, the first concluding with a half cadence, the 
second with an authentic cadence.  




The B material is a lyric-contrapuntal section for the chorus and strings of similar 
construction which unfolds over a tonic pedal in the key of B major (enharmonic ♭III). It 
prominently features an archetypical Armenian motive (c.f. Three Preludes, Example 2.18), 
and each cadence is colored by ♭3# in increasingly-predictable use of Arutiunian Cadences 
(Example 4.7).  
Example 4.7: Cantata, II., B section, mm. 25–28 
The A material is repeated in full, and after its final cadence a coda commences which 
briefly invokes his augmented trichord motive (G♯-F𝄪-E) over an E drone (Example 4.8). 
The beginning of this melodic motive is strikingly similar to the middle-section motive of 




Example 4.8: Cantata, II., augmented trichord motive, mm. 40–43 
The coda develops episodically to a climatic iteration of the A theme in fortissimo 
orchestral tutti, ultimately arriving at a brief triumphant choral conclusion. The extended 
and developmental coda here is an exception to Arutiunian’s typically symmetrical ternary 
(ABA) construction. 
The third movement, Yerg hnzamyaki [Song of the Fifth Anniversary] possibly 
alludes to Khachaturian’s famous “Sabre Dance” from Gayane (1942).451 The basic texture 
is built on many of the same basic elements: an infectious ostinato rhythm (in this case in 
5/8 meter); recurring ♯2#–3# grace note figure (another instance of the augmented trichord); 
and orchestration prominently featuring tambourines, timpani, and muted trumpet. The 
harmonic principle throughout is built upon drone bass: the outer A sections are built on a 
near-constant 1#–5#–1# drone in E, while the melodic components are built around a 
predominantly Mixolydian modal scale with occasional shift to the augmented trichord or 
harmonic major (♭6#) for coloring a phrase (Example 4.9). 
                                               




Example 4.9: Cantata, III., intro and first phrase, mm. 1–8 
The middle B section modulates to a D drone, sustained texture, and slower note values. 
This section develops as a choral fugato (Example 4.10). The scalar construction here is 
primarily based upon classic harmonic major mode in D with fugue-style imitative 








An harmonically unstable transition brings us back to the opening A material over the E 
drone which persists to the end of the movement. 
 Of all the movements, the fourth, Oror [Lullaby], 
is the most sophisticated and most similar to Arutiunian’s 
pre-1948 style of constructing melodies based on 
Armenian monodic principles.453 Arutiunian wrote this 
movement for the prominent Muscovite Armenian mezzo-
soprano, Zara Dolukhanova [Zaruhi Dolukhanyan] (1918–
2007), who performed at the premiere and subsequently 
performed and recorded this movement as a stand-alone 
piece.454 The outer A sections are constructed of a 
haunting melody for solo mezzo over a two-bar contrapuntal harmonic ostinato in B minor. 
This A melody has distinctively Armenian elements in its modal construction and two-bar 
empty-downbeat phrasing. The contour and phrasing are reminiscent of the lyrical melody 
of the Impromptu for cello and piano (compare with Example 2.20).  
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Example 4.11: Cantata, IV. Lullaby, mm. 5–12 
Since the melody is already in the minor mode, the Arutiunian Cadence at the end of the 
sixteen-bar melody adds ♭5# instead of ♭3#, a new twist on an otherwise similar procedure of 
momentarily touching a lowered scale degree in the approach to the final cadence. 
Example 4.12: Cantata, IV. Lullaby, minor Arutiunian Cadence, mm. 13–19 
 The B section is also a melody constructed in Arutiunian’s Armenian style, here in a 
D major tonality over a D–A ostinato in the low strings. Like the second movement, 
Arutiunian alternates between a Mixolydian scalar collection and moments of harmonic 




Example 4.13: Cantata, IV., B melody, mm. 39–42 
The B section builds to a climax where the choir joins triumphantly. Consistent with his 
wave of growth and decline model, a contrapuntal interlude gracefully fades from the 
climax back to the reprise of the A material in B minor. The movement concludes with a 
brief and harmonically inventive coda: an arrival on the modally surprising E major is 
followed by a plagal resolution back to B major, ending in the parallel major. 
 The final movement, Govk Hayrenik’i [Praise to the Fatherland], is a reprise of, or 
at least a mirror-response to, the first movement.455 As with a number of his early works, 
Arutiunian frames the five-movement structure by employing the same orchestral fanfare to 
open both the first and fifth movements. Like the first movement, this fanfare leads to an 
exuberant C major choral A section, underpinned by a large-scale I–IV–V–I motion and 
colored with Arutiunian Cadences and use of the harmonic major mode. Also like the first 
movement, the contrasting middle section (mm. 47–105) sets a folkish tune, based on a 
tonic A♭–C major trichord, which modulates to a tonic F–B♭ minor tetrachord with an 
upper B♭–C major dichords, and then back. This tune is set first as a mezzo-baritone duet 
                                               




(Example 4.14), and then as a choral setting. The accompaniment is largely a harmonic 
drone, with hints of functional harmonic motion only at key moments. It begins as a joyful 
A♭ major triad set in a long-short-short rhythmic motive common to the works of 
Shostakovich, especially his Symphony No. 5. Cadences at phrase endings are articulated 
more clearly by ♭3# than by the harmonic motion. In addition to the ♭3# in mm. 67 and 71, 
Arutiunian highlights the contrapuntal motion in the low strings by inserting the augmented 
trichord (mm. 68). 
Example 4.14: Cantata, V., duet, mm. 65–72 
As with the first movement, the middle section develops into an arrival on a G 
dominant pedal, preparing the return to the opening C major. Here the pedal is drawn out 
in the orchestra through contrapuntal elaboration and modal mixture, creating an intense 




triumphantly in C major over a tonic pedal in the bass and the fortissimo tutti orchestra 
(Example 4.15). Combined with the abundant allusions to the Shostakovich ostinato rhythm 
throughout the movement, the texture of superlative exuberance alludes to the finale of 
Shostakovich’s Fifth Symphony. In another aspect of symmetry, the main choral melody of 
the first movement is set as a countermelody in the strings (c.f. Example 4.2). 




Throughout the five movements of the Cantata About the Motherland, Arutiunian 
combines clear melodies, sometimes including obvious symbols of the Armenian melodic 
style such as harmonic major, the augmented trichord motive, or other Armenian modal 
construction, presented in regular phrase structures. Harmonic structure varies between 
straightforward tonic-dominant harmonic progressions, a static bass or harmonic texture, or 
some combination of both. Phrase endings are regularly marked with a modally altered 
scale degree, usually ♭3# in major, but in the fourth movement also ♭5# in minor. 
Contrapuntal elements are prominent but largely confined to melodic aspects, such as 
prominent countermelodies in the first and fifth movements, and choral counterpoint or 
fugal sections throughout. Arutiunian combines many of the characteristic devices of his 
earlier works into a consonant, tuneful, and accessible style which is appropriate to the 
contemporary circumstances and the genre of the Stalin Cantata. 
Figure 4.5: Arutiunian at the premiere of Cantata About the Motherland (1948)456 
                                               




Reception and Stalin Prize (1949) 
 Premiered at the plenary session of the Composer’s Union in the Big Studio of the 
House of Radio, Arutiunian’s Cantata was represented in the press as an unambiguous 
success. He recalls in his Memoirs the litany of warm congratulations from Glière, 
Vasilenko, Khachaturian, Khrennikov, and the notoriously difficult to impress 
Myaskovsky.457 The first ‘official’ response was a reprint of words by Khrennikov in the 
daily Soviet paper Pravda in early January 1949: 
The [Composer’s Union] held in high estimation the premiere of Arutiunian’s 
‘Cantata About the Motherland’ — skillful and deeply patriotic in content, 
orderly and integral in form, written in expressive and fresh musical 
language.458 
The Stalin Prize awards of 1949 proved to be an extension of the direction that began 
the previous year. Among the allies that Khrennikov installed in the music section of the 
Stalin Prize Committee were baritone Vladimir Zakharov (who sang the baritone solo at 
the Cantata’s premiere) and conductor Nikolai Golovanov (whose appreciation for 
Arutiunian was observed in the previous chapter).459 While it was not possible to consult 
archives of the Stalin Prize Committee to directly trace the nomination debate, it follows 
from Khrennikov’s praise for the work that it had some support toward nomination. It was 
ultimately voted to be awarded a first-class prize, making Arutiunian the second composer 
of the ethnic republics to win a first-class prize after Tallat-Kelpša and also the second 
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Stalin Cantata to receive the honor. Arutiunian’s daughter Narine recalls that when 
someone complained to Stalin personally that Arutiunian was too young (only 29) to 
receive a first-degree prize, he responded by saying “age does not matter if the committee 
has so decided” and stood by the committee’s decision.460 Arutiunian’s first-class Stalin 
Prize was an honor among Armenian composers shared only with Khachaturian.461  
Sergei Koptev, writing for a 1962 biography celebrating the achievements of the 
composer spares no hyperbole in describing the reception to the Cantata (certainly 
inflated): 
The All-Union media published extensive articles and reviews regarding the 
Cantata. In them they noted the Cantata’s artistic achievements, the writers 
congratulating the young and talented Armenian composer’s debut among the 
Soviet arena and his outstanding professional mastery. And it was exactly that 
mastery which allowed him in a bold and unique manner to solve a rather 
difficult problem from the artistic standpoint. For his wonderful composition in 
1949 Arutiunian was awarded a first class State Prize. The Cantata was 
published that same year and very quickly gained massive appeal, becoming 
one of the most favored pieces of music among Soviet and even worldwide 
audiences.462 
Koptev’s assessment of the performance history certainly overstates the facts, but the work 
was likely popular in Yerevan, where it received a premiere (in Armenian) at about the 
same time as the Moscow premiere and was performed again in May 1949 in a concert of 
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Arutiunian’s works honoring his successes and return to Yerevan.463 Major themes from the 
Cantata, especially the opening fanfare, even made it into a trumpet etude book by Soviet 
Armenian trumpeter Haykaz Mesiayan (who premiered Arutiunian’s Trumpet Concerto).464 
Collaborator or Dissident? 
Arutiunian’s stylistic adaptation to the political constraints of 1948 and the 
accolades he earned on account of his new direction may provoke a pejorative reaction in 
Western readers. Given the animosity of the Cold War relations and the scarcity of honest 
information from behind the Iron Curtain, it is not surprising that Americans’ understanding 
of Soviet composers is often characterized by binary thinking: Composers are caricatured 
as either sympathizers, co-opted and rewarded by the totalitarian Soviet system, or 
dissidents, working to secretly or rebelliously express their individuality and risk being 
punished for it by the state. Many readers will be familiar with the history of Shostakovich 
characterization: first as an apparatus of the party, his portrayal as a dissident in Simon 
Volkov’s controversial Testimony (1979), and the vigorous and ongoing scholarly debate 
between the two perspectives in the ensuing decades.465 In discussing Arutiunian’s 
compositional response to the denunciations of 1948, it is natural to wonder whether 
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Arutiunian was a loyal, patriotic Communist or if he was secretly encoding Western, anti-
Soviet messages into his music.  
Levon Hakobian argues convincingly in Music of the Soviet Era that this 
dichotomized approach is ignorant of the psychological experience of those within the 
system and unnecessarily reductionist. Hakobian’s presentation offers important insight: 
In contrast to those who have never experienced life under the Soviet regime, 
we can easily imagine how one person can be both a model of non-conformist 
thinking and a Soviet ‘loyalist’, a banner of ‘Sovietness’ in culture. The 
psychological mechanism at work is, indeed, simple and standard for the Soviet 
reality, though it defies explanation in terms of ‘normal’ ethics. As any sane 
Soviet citizen would have been, Shostakovich was critical of Soviet power, 
feared it and spoke ironically of it (as his letters to friends testify). At the same 
time, he had to come to terms with it according to the Russian proverb “S 
volkami zhit’ – po-volch’i vyt’ ” [to live with wolves means to howl as a wolf] 
and sometimes would ‘howl’ not without a certain pleasure (this may sound 
cynical, but people with Soviet experience will understand this feeling only too 
well). In his attitude to the regime, Shostakovich was no more principled than 
his average fellow citizens of sound mind were. Tikhon Khrennikov was correct 
in his memoirs (largely dishonest, to be sure), when he described Shostakovich 
as “a normal Soviet man, moulded as any of us.”466 
Furthermore, Hakobian makes a penetrating point in quoting Sir Isaiah Berlin’s 
impression of Shostakovich’s visit to Oxford in 1958: 
The whole thing has left me with a curious sensation of what it is to live in an 
artificial nineteenth century — for that is what Shostakovich does — and what 
an extraordinary effect censorship and prison has on creative genius. It limits it, 
but deepens it.467 
The evidence available about Arutiunian’s thinking suggests that Hakobian’s description 
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of ‘any sane Soviet citizen’ is a fair starting point by which to evaluate Arutiunian’s 
relationship to the politics of the Soviet Union and his approach to navigating the 
frequently changing requirements expected of Soviet composers. Furthermore, it seems 
likely that without the environment of Zhdanovshchina and Arutiunian’s corresponding 
change in artistic direction, his Trumpet Concerto (1950) would not have taken the form 
and shape which has made it perennially popular with performers and audiences alike. 
II. GROWTH OF THE BIG SOVIET STYLE IN FESTIVE OVERTURE (1949) 
Following the success of the Cantata About the Motherland and the successful 
completion of his studies at the Armenian House of Culture, Arutiunian returned to 
Yerevan where he lived and worked for the rest of his life. The next few years, 1949–1951, 
were marked by a succession of successful, landmark works that served to establish the 
hallmarks of his post-Cantata Big Soviet style, including his Tonakan Nakhergank’ 
[Prazdnichnaya Uvertyura, Festive Overture] for symphony orchestra (1949), Haykakan 
Ṛapsodia [Armyanskaya rapsodiya, Armenian Rhapsody] for two pianos (1950), and 
Konts’ert shep’ori [Kontsert dlya truby, Concerto for Trumpet] (1950), and Konts’ertino 
dashnamuri hamar [Kontsertino, Concertino for Piano] (1951). In this section, a detailed 
look at the construction of the Festive Overture reveals that Arutiunian continued to extend 
and develop stylistic features begun in his Cantata but now re-incorporates some of the 
more advanced Romantic, contrapuntal, and polytonal devices characteristic of his pre-
Cantata approach. It seems likely that the conspicuously conventional tonal idiom of 




work on the Armenian anthem candidate) and a reaction to the political requirements 
placed on him in 1948. It could also be speculated that the return of polytonal, highly 
chromatic, and contrapuntally dissonant elements in his works after the Cantata may be 
partly on account of the greater artistic license afforded a Stalin Prize laureate. Notably, 
Arutiunian never made the lists of Stalin Prize candidates again.468 
Arutiunian’s Festive Overture for symphony orchestra is his only published work 
from 1949. Arutiunian notes that: 
Over a relatively short period of time, my Festive Overture was created. It is 
written in a sonata form, but instead of the traditional [thematic] development, 
an alternation of different episodes is given, which, in my opinion, is 
appropriate in the works of such a form.469 
The work was premiered on November 15, 1949 by the Leningrad Philharmonic with 
Yevgeny Mravinsky conducting, in a concert which also featured the premiere 
performances of Babajanyan’s Violin Concerto and Shostakovich’s Pesn’ o Lesakh [Song of 
the Forests].470 The latter was Shostakovich’s submissive Stalin Cantata which marked his 
rehabilitation after 1948 and earned him a Stalin Prize.471 The first recording of Festive 
Overture was made by Armenian conductor Rafael Mangasaryan (1927–1997) with the All-
Union Radio Symphony Orchestra in 1963.472 
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469 Ibid., 34–35. 
470 Arutiunian, [Memoirs], 35; “Song of the Forests op. 81 (1949)” on Boosey & Hawkes website, 
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 Festive Overture demonstrates many characteristic elements of Arutiunian’s post-
Cantata Big Soviet style. His orchestral works especially typically consist of three or four 
distinct layers. The primary layer is always a clear, distinctive melody, imbued with certain 
of symbolic Armenian qualities and regular phrase structure. The melody is almost always 
paired with an equally clear bass voice, often in the form of a drone or static bass pedal. 
Frequently, especially broad lyrical sections, the melody is complemented by a prominent 
countermelody of similar construction. Unlike the unambiguous tonality of the Cantata, the 
harmonic layers between melody and bass frequently feature mode-mixed chromatic 
relationships, modally altered chords (such as minor or half-diminished chords built on the 
dominant bass note), or contrapuntally conceived gestures, and extended or poly-tonal 
harmonies. Those harmonic relationships favor chromatically-altered ♭II, ♭III, and ♭VI 
relationships that are both a normal part of the Kuchka’s Orientalist vocabulary and have 
been seen in Arutiunian’s earlier works, especially Prelude-Poem (Example 3.2) and the 
Stalin hymn he co-composed with Babajanyan (see Example 3.7). Building on the 
construction in Polyphonic Sonata, frequently the organization of the orchestral texture is 
organized into layers, and the growth or development of those layers is an important 
structural process. Also omnipresent is a sense of contrapuntal construction: the vertical 
sonorities described above are frequently arrived at through chromatic contrapuntal motion 
of the individual voices as much as by functional harmonic relationships.  
 The organizing principle of pedal point of some variety—whether a sustained bass 




serves as an harmonic device. In Arutiunian’s practice, the bass pedal articulates and 
anchors the center of tonal stability and gives him freedom to push the boundaries of 
harmonic relationships through contrapuntal motion. As previously noted, this is rooted in 
the characteristic droning of Armenian music and is also a symbol frequently employed by 
both Russian Orientalist and early Armenian composers (except Khachaturian). Above 
these pedal points, the harmonic progressions develop sometimes quite independently, and 
as seen in Prelude-Poem, the tension between the unyielding bass voice and the 
contrapuntally unfolding layers is often a rich source harmonic color or tension.  
The opening eight-bar introduction of Festive Overture illustrates these principles: 
the timpani and low strings anchor the D major tonal center through a repetitive D–A–D 
pedal point, which cannot be heard except as 1#–5#–1#, implying a functional tonic–dominant 
alternation (Example 4.16). In contrast, the bass 5# is not harmonized as a proper 
dominant. Arutiunian employs an unexpected and non-functional ♭III6 (mm. 1,8), half-
diminished vØ7 (m. 2), and minor v9 (mm. 5–8). This tension between the clear implication 
of the bass voice and the unexpected harmonization is a characteristic of Arutiunian’s Big 
Soviet style. This follows in the Prokofiev-inspired method of simultaneously honoring and 
transgressing tonal conventions. Lastly, a notable device which was not present in Cantata is 
the contrapuntal triads in the brass (mm. 5–6). Here, the trumpets and trombones execute a 




Example 4.16: Festive Overture, introduction, mm. 1–9473 
The main theme of Festive Overture is notable for an Armenian melodic motive 
which appears prominently in Arutiunian’s works between 1949 and 1951: an ascending 
three-note dactylic (strong-weak-weak) trichord. Yedigaryan describes this motive as a 
gesture frequently employed in the works of Khachaturian, which he derived from a 
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common ashugh motive.474 Khachaturian himself described its importance and 
development: 
How did this favorite intonation [motive] come about, which I would say is the 
leitmotif of my musical life? Perhaps it comes from folk instruments—motion 
to the dominant from the third degree [3#], through the fourth [4#] to the fifth 
step [5#]: F–G♭–A♭ with the accent on the first. As I have often used it this way, 
I modified it somewhat in the Piano Concerto. I would pass from F to A♭ not 
through G♭ or G♮, but through B𝄫 [♭6#]. It seems a small change, but it was 
necessary to hear it, it was necessary to risk modifying my favorite intonation. 
The fact that I took the risk of such a move was for me a bold reform. From 
here came other passages, a different construction of themes, and everything 
sounded new.475 
Reading Khachaturian’s words closely, three ideas are salient to our examination of 
Arutiunian’s use of this motive: first, Khachaturian’s ambivalence about the ascending 
trichord’s interval structure, i.e. passing through G♭ (Phrygian trichord) or G♮ (minor 
trichord); second, the specific structure of the motive he employed in the Piano Concerto 
(3#–♭6#–5#, Example 4.17); and third, the value Khachaturian places on the process of 
tweaking the folk motive for his own purposes. 
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[Pages of Life and Creativity (from conversations with G. M. Sheerson)] (Moscow: Sovetskiĭ 




Example 4.17: Khachaturian’s Piano Concerto (two-piano reduction), main theme, mm. 11–14476 
Note also that Khachaturian also used the dactylic rhythm of this motive as the basis of the 
motor-rhythm texture of his Violin Concerto, first movement (1940, Example 4.18). 
Example 4.18: Khachaturian’s Violin Concerto, mm. 10–17477 
Similarly, Arutiunian employed this rhythmic gesture as a unifying rhythmic motive 
in his Polyphonic Sonata, appearing in each of the primary motives or themes (compare 
Examples 3.10, 3.12, 3.14, and 3.18). In Arutiunian’s Festive Overture, Armenian 
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477 Aram Chatschaturjan, Konzert für Violin und Orchester, Vom Komponisten übertragen für Violine und 
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Rhapsody, Trumpet Concerto, and Piano Concertino, however, Arutiunian employs the 
motive in conjunction with the original melodic contour that Khachaturian described: an 
ascending scalar trichord, typically as 3#–4#–5# or 6#–7#–1# within a major-mode melody.  
Example 4.19: Festive Overture, ascending trichord motive 
The specifics of this motive in the Armenian Rhapsody and Trumpet Concerto will 
be explored in subsequent sections. In the Festive Overture, it features prominently as the 
opening motive of the main theme (Example 4.20). Notice also the contrapuntal chromatic 




Example 4.20: Festive Overture, main theme, mm. 11–15 
In form, Festive Overture honors the nineteenth-century expectation of sonata form 
for orchestral overtures. A brief examination of Arutiunian’s treatment of sonata form will 
demonstrate similarities and contrasts with his treatment of sonata form in the Trumpet 
Concerto. After the brief introduction, the frenetic main theme of the strings works through 
key areas anchored by bass pedal points: D major (mm. 10–23), E♭ major (♭II, mm. 25–28), 




The second theme area (Example 4.21) is consistently anchored to B♭ major by its 
bass and timpani drone. The key relationship to the main theme of D major is chromatic 
mediant (♭VI) relationship, a conventional key contrast within semantics of global key-area 
contrast of sonata form. This melody is characteristic of Arutiunian’s broad lyrical themes 
in the Big Soviet style (mm. 44–86). The central motive of this melody is the same as the 
second half of the well-known peasant song Garun a (Example 1.12). 




As Arutiunian described, the development is as a series of episodes including three 
original dance themes, outlined in Figure 4.6. Each dance episode is clearly defined by a 
distinctive orchestration, melody, and accompanying drone or static harmonic ostinato. The 
progression of keys is linear, a mix of half-step, mediant, and dominant relationships. In a 
symmetrical touch, the second theme returns in its original key for the final episode before 
the recapitulation. This frames the contents of the development with the second theme in 
the key area of B♭, without otherwise violating formal expectations. 
Episode Theme Orchestration Key Drone Measures 
1 Dance 1 Trumpets D♭ mixolydian D♭–A♭ pizz. 88–97 
2 Dance 1 Woodwinds F mixolydian C pizz. 98–107 
3 Dance 2 Solo Oboe E mixolydian w/♭2# E–B–D  108–114 
4 Dance 3 Solo Trumpet A major/minor Triadic  114–139 
5 Dance 2 Strings E mixolydian, ♭2# E–B–D 140-157 
6 Dance 3 Tutti ff A major/minor A–E 158–172 
7 Second 
theme 
Strings C♯ mixolydian C♯ 173–185 
8 Second 
theme 
Tutti, canon B♭ mixolydian none 185–207 
Figure 4.6: Table of developmental episodes in Arutiunian’s Festive Overture  
The prominence of trumpets in both the first and fourth dance episodes is part of a 
lifelong fondness for the trumpet that will be explored along with the Trumpet Concerto. In 
the fourth episode (Example 4.22), notice also added seconds in 121–123: a spicy minor 
second embellishment to the melody in precisely the manner of Barkhudaryan (c.f. Dun en 




Example 4.22: Festive Overture, dance episode example, mm. 114–125 
Fulfilling the milestones of sonata form, the recapitulation offers a verbatim 
repetition of the main theme and, after a re-composed transition, the second theme in the 
home key. Rather than the delicate and lyrical melody of the exposition, however, the 
second theme is presented as a fortissimo apotheosis in the brass, with tutti countermelody 




Example 4.23: Festive Overture, apotheosis second theme, mm. 245–-255 
Note also the augmented trichord Arutiunian added to the melody in mm. 252 and the 




The final statement of the Festive Overture is the first example of another common 
idiom within Arutiunian’s output: ending with a tutti unison exclamation point (Example 
4.24). The concept certainly has precedents in the symphonic endings of nineteenth-century 
composers. Arutiunian adds to the traditional gesture with the Arutiunian Cadence device 
which is otherwise absent from Festive Overture. The final tutti unison statement includes a 
surprise ♭2#. 
Example 4.24: Festive Overture, final statement, mm. 277–282. 
III. TRUMPET CONCERTO (1950) 
This investigation culminates in a detailed examination of Arutiunian’s Concerto for 
Trumpet (1950). The preceding exploration of the features of Armenian folk music, the 
development of the Armenian school of composition, the details of Arutiunian’s early life 
and training, and the style of his early works sheds significant new light on this important 
work. Furthermore, the previous absence of accurate information about Arutiunian or the 
Trumpet Concerto in the West combined with significant interest over the past forty years 
has resulted in a remarkable amount of misinformation about the piece. The following 




of this popular work.  
Creation 
In a 1989 interview with Jean-Pierre Mathez for the Brass Bulletin, Arutiunian 
described his relationship to the trumpet and brass instruments generally: 
I’ve loved brasses since childhood. In the 20s, there were a great many small 
brass ensembles of eight to ten instruments in the cities and villages of 
Armenia. They played for all the festivities or funerals. These sounds and these 
tunes are deeply etched in my memory.478 
Arutiunian spoke only Armenian and Russian, so Arutiunian’s responses were certainly 
translated. The choice of “brass band” in this translation gives the impression to the 
Western reader of something resembling familiar British-style brass bands or even 
American brass ensembles in 1920s Armenia, for which I have found no evidence.479 
However, “brass band” is a common translation from the Russian phrase Dukhovoĭ orkestr 
or Armenian P’oghayin nvagakhumb, both of which are used to describe something which 
we would more correctly call a wind ensemble or wind orchestra.480 Although I have not 
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established firm evidence, conversations with four different Armenian musicians or 
researchers suggests the existence of an ensemble tradition that involved an ad hoc 
collection of instruments including woodwinds, brass, and sometimes even strings.481 There 
is also a fascinating anecdote about a similar mixed-instrument ensemble made up of forty 
Armenian orphans from Jerusalem who were adopted as an ensemble by the King of 
Ethiopia as his court ensemble during the 1920s.482 The details and origins of this 
particular tradition have not been clearly established and deserve further research. 
Regardless, there is ample evidence of the affinity for brass instruments and 
trumpet that Arutiunian described. The Trumpet Concerto is Arutiunian’s first concerto for 
an instrument other than piano. Throughout his career Arutiunian composed six solo works 
featuring trumpet, more than any other non-piano instrument: Concerto (1950) for trumpet 
and orchestra, Concert Scherzo (1955) for trumpet and piano, Theme and Variations (1973) 
for trumpet and orchestra, Aria and Scherzo (1983) for trumpet and piano, Rhapsody 
(1990) for trumpet and wind orchestra, Elegy (2000) for trumpet and strings. Even if we 
discount the final two works as having been created on commission (by Robert Boudreau of 
the American Wind Symphony and Thomas Stevens of the Los Angeles Philharmonic, 
respectively), Arutiunian’s first four works alone are sufficient to establish trumpet as his 
                                               
481 Personal conversation with Armenian musicologists Tatevik Shakhkulyan and Artur Avanesov, 
American-Armenian researcher Sato Moughalian, and Armenian musician Anna Mikaelian 
Meschian all confirmed recollections of these sorts of ensembles. 
482 Boris Adjemian, “The Invention of an Armenian Homeland in Ethiopia” (lecture), National 





most prolific non-piano medium. Arutiunian also frequently 
gives prominence in his orchestral works to the trumpet as a 
solo voice, such as the dance episodes in the development of 
Festive Overture and the first movement of the Piano Concertino 
(1951).483  
The specific inspiration for the trumpet concerto itself 
came from Armenian trumpeter Tsolak Vardazaryan [Zolak 
Vartasarian] (1910–1944), whom he first met in Stepanavan.485 Vardazaryan was a native 
of Stepanavan, where Arutiunian had lived with and frequently returned to visit his 
grandmother Varsenik Gevorgyan (see Chapter Two). Vardazaryan studied with the great 
Russian trumpet pedagogue Mikhail Tabakov at the Moscow Conservatory (1932–1936) 
and in 1937 returned to Yerevan where he taught at the Yerevan Conservatory, served as 
solo trumpet with the Spendiaryan Opera–Theater, and founded the Hayastani Petakan 
Jazayin Nvagakhumb [Armenian State Jazz Orchestra]. Arutiunian recalled: 
In my childhood, I spent my holidays in a small village [Stepanavan]. One 
summer Tsolak Vardazaryan […] stayed there. He had a habit of practicing 
some very virtuoso pieces right under our balcony. Later Tsolak became 
principal trumpet of the Erevan Opera and we became friends. 
The theme of my trumpet concerto came to me in 1943. 
[…] 
                                               
483 Eolyan, Aleksandr Arutyunyan, 62, 72. 
484 Photo courtesy of AVProduction.am, accessed 20 August 2018, 
http://avproduction.am/?ln=am&page=person&id=1461.  
485 Biographical information about Vardazaryan based on “Tsolak Vardazaryan,” AV Production, 
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It’s strange, but most of the themes of my works appear in my memory during 
sleep. It’s a delicate way to come by inspiration: sometimes I don’t remember 
them when I wake up. 
I played it for my friend Vardazaryan, who found it excellent and encouraged 
me to write a concerto.486 
[Vardazaryan remarked:] “It seems that you were born a trumpeter, for it is 
written comfortably and sounds good.”487 
Unfortunately, Vardazaryan died in an automobile accident in 1944 and Arutiunian felt he 
could not continue work on this piece for a number of years.488 
Haykaz [Aĭkaz] Mesiayan (1917–
2003) was an Armenian trumpeter who 
served as principal trumpet of the Bolshoi 
Theater 1938–1942 and 1945–47 (the 
interruption corresponding with the 
wartime evacuation of Moscow), and also 
studied with Mikhail Tabakov at the 
Moscow Conservatory after the war, graduating in 1947.490 That same year he returned to 
Yerevan and assumed the post of principal trumpet of the Armenian Philharmonic 
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Orchestra and the Spendiaryan Opera-Theater. In 1964 he founded the Hayastani petut’yun 
p’voghayin nvagakhumb [Armenian State Wind Orchestra, now Yerevan Wind Orchestra] 
and served as its director until 1991. In 1966 he also joined the faculty of the Yerevan State 
Conservatory. Haykaz Mesiayan’s son, Levon, observed: 
As Mr. Harutyunyan used to say himself, it was only because of Haykaz 
Mesiayan's multiple efforts that he was convinced to pick up finishing the 
concerto.491 
Arutiunian completed work on his Trumpet Concerto in 1950. That same year, Mesiayan 
gave the premiere performance in Moscow with conductor Karl Eliasberg and the USSR 
State Symphony and its Yerevan premiere with conductor Mikhail Maluntsian and the 
Armenian Philharmonic Orchestra.492 
Armenian Stylistic Features 
One of the seminal questions of this investigation was to explore the nature of the 
influence of Armenian folk music on Arutiunian’s music. In the 1930s, Arutiunian wrote in 
the Armenian nationalist style, imitating the devices and style of his teacher Sargis 
Barkhudaryan and devising his own methods of imitating Armenian folk and ashugh 
melodic characteristics. and the Trumpet Concerto continues to demonstrate these 
characteristics. These characteristics are set within a style influenced by his experiences 
during the 1940s, when his style broadened to include the Neo-Classical, Romantic, and 
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contrapuntal influences. New to Arutiunian’s Big Soviet style of the 1950s, and especially 
in the Concerto, is the pronounced motivic influence of Aram Khachaturian. As per 
Khachaturian’s style, these motives also have their roots in the Armenian folk idioms. In 
analyzing the style and features of the Concerto, we will first examine the Armenian 
elements. 
Some of the most vivid Armenian-inspired characteristics are in the opening 
Andante, where the phrasing and stylistic elements conform to the template of declamatory 
ashugh songs, examined previously in connection to Sayat-Nova’s Dun en glkhen (see 
Example 4.25, repeat of Example 1.8).  
Example 4.25: Sayat’-Nova’s Dun en glkhen [You are Wise], an ashugh recitative493 
                                               
493 Original transcription based on Ishkhan Yervand Stepanyan, “Dun ēn gělkhēn imastun is,” Sayat’-
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In the first twelve measures of the Trumpet Concerto we see the same ashugh template (see 
Figure 4.9): begin with higher-register declamatory opening statements, traded back and 
forth between the soloist and orchestra, punctuated with dotted rhythmic figures. As the 
recitative progresses, the soloist descends in register and becomes more lyrical (mm. 8–10). 
An accelerando and virtuosic ascending scale launch the aesthetic back to the upper register 
and declamatory dotted rhythmic figures return, thus beginning a repeat of the entire 
pattern (mm. 13–23). 
Affect Measures 
Declamatory 1–7 
More Lyrical 8–10 
Turnaround 11–12 
Declamatory 13–15 
More Lyrical 16–23 
Figure 4.9: Ashugh pattern in the opening of the Trumpet Concerto 
The soloist’s melody also fits K’ushnaryan’s method of link analysis (see Chapter 
One). In the opening ten measures, the trumpet notes form a three-link mode consisting of 
a lower G–B♭ Phrygian trichord, a tonic B♭–E♭ augmented tetrachord, and an upper E♭–F♭ 
Phrygian dichord (implied by the ashugh style is that the top dichords would be an E♭–A♭ 
augmented tetrachord, as in Dun en glkhen).494 
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Example 4.26: Trumpet Concerto, Armenian modal basis of the introduction  
Leading into the start of the second half of the introduction (mm. 11–15) the melodic 
mode modulates, but returns to the opening collection at the final rhapsodic-lyrical passage 
(m. 16ff). As also seen in Chapter One, modes such as this with two augmented tetrachords 
are particularly characteristic of ashugh repertoire. 
Another concentrated area of Armenian stylistic features is the lyrical episode in the 
development (Example 4.27). In contrast to the ashugh-influenced introduction, 
characteristics here invoke Armenian peasant song. The first two phrases’ simple, repetitive 
construction around a consistent melodic tonic of G♯ is evocative of the simplicity of lyrical 
peasant songs like Chinar es (see Example 1.16). 
Example 4.27: Trumpet Concerto, lyrical episode, phrases 1–2, mm. 235–242495 
In terms of the link construction of the trumpet melody, the first two four-bar phrases 
outline a three-link mode consisting of a lower D♯–G♯ Phrygian tetrachord, a tonic G♯–C♯ 
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score, Alexander Arutiunian, Konts’ert p’oghi u nvagakhmbi [Concerto for Trumpet and Orchestra] 




Phrygian tetrachord, and an upper C♯–E minor trichord. The stable tones of G♯ and C♯ are 
clearly articulated in the structure of the melody.  
Example 4.28: Trumpet Concerto, Armenian modal basis of the lyrical episode 
In the third and fourth phrases (Example 4.29), the tonic G♯–C♯ tetrachord changes to an 
augmented configuration by adding B♯, and later an E♯, but the coupling notes remain the 
stable points of melodic resolution. During these two phrases, the melody comes to rest 
more frequently on unstable notes of the mode. 
Example 4.29: Trumpet Concerto, lyrical episode, phrases 3–4, mm. 243–248 
In the second half of the lyrical episode, the Armenian scalar idiom is abandoned (mm. 
249ff), but the soloist still returns to G♯ at both of the structural cadences (Example 4.30), 






Example 4.30: Trumpet Concerto, two lyrical cadences on G♯, mm. 259–260, 274–275 
Arutiunian continues to employ the Arutiunian Cadence throughout this work as 
well. Recall that starting in We shall not be defeated (see Example 3.9), Arutiunian 
increasingly marks and intensifies cadential points by introducing a lowered melodic scale 
degree just before the cadential arrival. This gives cadences the colorful modal-mixture that 
is symbolically associated with Armenian music. A vivid example of the Arutiunian 
cadence in the Trumpet Concerto comes at the juncture of the two sixteen-bar halves of the 
main theme (Example 4.31): the soloist’s arrival on the half-cadence (E♭) is first marked 
with ♭3# and ♭2#, then the repeat to the main theme (A♭) is marked with the soloist’s flourish 




Example 4.31: Trumpet Concerto, two instances of Arutiunian Cadence, mm. 47–49 
As in Cantata About the Motherland, the device of the Arutiunian Cadence is used with 
great frequency throughout the Trumpet Concerto.496  
Arutiunian employs the interval of the augmented second, one of the most 
conspicuous symbols of Armenian melody, in at least three distinct configurations. The first 
was examined above in the introduction and lyrical episode, when composing melody in the 
Armenian link style and employing the augmented tetrachord. A second technique is the 
construction of melodies employing the harmonic major mode devised by Rimsky-
Korsakov, as he does in the second theme area and development (this will be examined 
later, see Example 4.49). The third is through the augmented trichord motive which was 
examined previously in the Prelude-poem, Polyphonic Sonata (second movement), Cantata, 
and Festive Overture. Note that only the first of these three methods is particularly authentic 
to actual Armenian folk and ashugh music. Note that in the Trumpet Concerto, Arutiunian 
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employs the augmented trichord as an increasingly localized motivic element. The 1#–♯2#–3# 
construction is always in relation to the root of the harmonic sonority of its particular 
measure. One characteristic example is given below (Example 4.32). Further examples will 
be highlighted later in this analysis. 
Example 4.32: Trumpet Concerto, example of the augmented trichord, mm. 107–108 
Khachaturian Motives 
In addition to the augmented trichord motive seen above, the Trumpet Concerto is 
constructed in a similar procedure to the Polyphonic Sonata, where a set of basic motives 
are woven into the musical fabric of the work. The vocabulary of motives Arutiunian 
employs is distinctly influenced by the major works of Khachaturian, especially the Piano 
Concerto. Arutiunian was almost certainly aware of the original folk sources of these 
motives from his studies with Barkhudaryan and Talyan. Arutiunian was also evidently very 
familiar with Khachaturian’s output, especially the Piano Concerto. These motives are also 
found in Arutiunian’s other major works from this time, the Armenian Rhapsody (1950) 
and Piano Concertino (1951). The prevalence of similar Armenian-derived motives in each 
of these works could be interpreted as conscious participation with Khachaturian in a 




The most important motive is the ascending dactylic trichord (Example 4.33). 
Example 4.33: Trumpet Concerto, ascending dactylic trichord motive  
Recall Khachaturian both used this motive and varied it in his Piano Concerto. I will repeat 
the quote by Khachaturian: 
How did this favorite intonation [motive] come about, which I would say is the 
leitmotif of my musical life? Perhaps it comes from folk instruments—motion 
to the dominant from the third degree [3#], through the fourth [4#] to the fifth 
step [5#]: F–G♭–A♭ with the accent on the first. As I have often used it this way, 
I modified it somewhat in the Piano Concerto. I would pass from F to A♭ not 
through G♭ or G♮, but through B𝄫 [♭6#]. The fact that I took the risk of such a 
move was for me a bold reform. From here came other passages, a different 
construction of themes, and everything sounded new.497 
In the Trumpet Concerto, Arutiunian employs the motive in three distinct manners: first, in 
the original ascending trichord form (Example 4.33, above); second, the characteristic 
rhythm of the motive is excerpted in the manner of Khachaturian’s Violin Concerto 
(Example 4.18), often in the structure of a lower neighbor (Example 4.34); third, 
Arutiunian employs a variation on Khachaturian’s 3#–♭6#–5# motive of the Piano Concerto, 
in the structure of ♭3#–♭6#–5# presented relative to the Trumpet Concerto’s home key of A♭ 
(also Example 4.34). 
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Example 4.34: Trumpet Concerto, two variations on the dactylic ascending trichord  
Both of these motives (Example 4.34) are combined in the soloist’s first statement of the 
Trumpet Concerto (Example 4.35). As illustrated below, I will refer to the first seven notes 
of the opening statement (which ends with the modified Khachaturian motive) as motive A, 
a central motive of the work. The lower neighbor motive will be motive B, which is 
employed at points of arrival and cadence and throughout. 
Example 4.35: Trumpet Concerto, opening statement and motives A and B, mm. 2–3 
 When the main theme arrives, two additional motives are promptly introduced 
(Example 4.36), which I will refer to as motives C and D. The first prominently centers 
around the ascending trichord in the second bar. Motive D combines the augmented 
trichord with an asymmetrical 8/8 (3+3+2) division of the measure. This 4/4–8/8 contrast 
is perhaps an analogue to the 6/8–3/4 polymeter we observed in Arutiunian Armenian 







Example 4.36: Trumpet Concerto, motives C and D, mm. 33–34, 37 
One last motivic connection to Khachaturian is striking: the first statement of the 
lyrical episode shares a motivic connection with Khachaturian’s Cello Concerto (1946). In 
the Cello Concerto, the second theme of the first movement (Example 4.37) is based around 
a six-note motive (under the first bracket) and the first phrase ends with a descending 
fourth (under the second bracket). 
Example 4.37: Khachaturian’s Cello Concerto, second theme, mm. 147–153498 
Compare these with the lyrical theme of the Trumpet Concerto, where those same two 
motives are the basis of the first two phrases (Example 4.38, repeat of Example 4.27 with 
analysis brackets added).  
Example 4.38: Trumpet Concerto, lyrical episode, phrases 1–2, mm. 235–242 
                                               




Romanticism, Counterpoint, and Neo-Classicism 
In the Trumpet Concerto, and in his Big Soviet style generally, Arutiunian’s essential 
formula begins with a clear and easily perceivable melodic layer, typically colored with 
melodic characteristics of Armenian folk music, as examined above. In constructing the 
musical fabric around this melody, Arutiunian applies stylistic devices and compositional 
methods indicative of the influence of Romanticism, Neo-Classicism, and counterpoint. 
Similar to the Polyphonic Sonata, Arutiunian frequently constructs the music in distinct and 
contrapuntally-interacting layers: bass, harmonic accompaniment, countermelody. Because 
a linear formal analysis follows, the general nature of these characteristics and 
circumstances of these connections is asserted presently and detailed evidence will be given 
in the following section. 
According to Arutiunian’s account, the Concerto was first conceived in 1943, while 
he was studying with the specialist of Romantic music Konstantin Igumnov and about the 
same time as he composed his Prelude-Poem. With Prelude-Poem, the Trumpet Concerto 
shares some superficial characteristics, most notably a central A♭ key area and frequent use 
of modal mixture. More significantly, the Trumpet Concerto has a conscious avoidance of 
authentic cadences. This avoidance is not the anti-European (i.e. anti-dominant) plagalism 
of the Kuchka, but a Romantic suspension of authentic cadences in favor of dominant-
emphasizing half cadences. Many textures, especially the second theme area, feature 
successions of dominant pedals or cadences which never resolve to their tonic. This creates 




Concerto compared to the Cantata About the Motherland and Festive Overture. 
In a more technical observation, the half-diminished seventh sonority occurs with 
notable frequency. The functional root of these sonorities is typically a functional diatonic 
degree, but Arutiunian freely alters the prevailing diatonic to create diminished sonorities 
such as ♭viØ7, ivØ7, iiØ7, or even vØ7. In the opening of the Concerto, the responses of horns 
use ivØ7 as a neighbor sonority, over an E♭ pedal (Example 4.39). Note that the neighbor 
sonority in measures 3 and 5 (labeled below with a capital N) contains the same pitch 
classes and consists of a ivØ7 although the enharmonic spelling varies with the contrapuntal 
motion. 
Example 4.39: Trumpet Concerto, mm. 2–5 
An intensely concentrated example of this predilection with diminished sonorities is found 
in four bars of the introduction, mm. 13–16. Arutiunian almost exclusively employs 





Example 4.40: Trumpet Concerto, mm. 13–16 
Contrapuntal thinking is always present in Arutiunian’s construction in the Trumpet 
Concerto, especially the ideas of contrary motion and contrapuntal devices for handling 
non-chord tones such as passing motion, suspensions, and retardations. The juncture 
between the two halves of the main theme is a perfect example of using contrary motion 
between the soloist and violins to mark the return of the main theme (Example 4.41, repeat 
of 4.31). 
Example 4.41: Trumpet Concerto, two examples of Arutiunian Cadence, mm. 47–49 
As I will demonstrate, Arutiunian gives the listener no final harmonic conclusion at the end 




cadence. This will be examined in detail below (see Example 4.51). 
Lastly, Arutiunian’s sense of simple melodic style, phrasing, cadences, and formal 
process echoes Prokofiev’s methods, especially in invoking conventional expectations and 
simultaneously transgressing them. While clear formal elements have been a part of 
Arutiunian’s compositional practice since his earliest works (as examined in Chapter Two), 
in the Trumpet Concerto there is a greater degree of boldness in leaving traditional 
expectations unfulfilled. The phrase structure of the main theme is a case in point 
(examined below, Figure 4.10): the first half of the main theme area ends with a half-
cadence, then the whole theme repeats. The expectations of Classical two-part form would 
suggest the repeat end with an authentic cadence, but instead the harmony dissolves exactly 
where the cadence would be expected (see Example 4.44). 
Form 
One of the most distinctive elements of the Trumpet Concerto within Arutiunian’s 
output is its form. Arutiunian described it as  
A single-movement concerto, Sonata-Allegro [form] with a lyrical slow episode 
in the development.499  
Arutiunian’s brief self-assessment only partly describes the complex story of this piece. In 
Festive Overture, Arutiunian’s approach to sonata form satisfied the conventional hallmarks 
of the form. In contrast, the sonata form structure of the Trumpet Concerto is more 
complex and innovative than his brief description suggests. Arutiunian blends the dramatic 
                                               




arc of sonata form (Exposition–Development–Recapitulation) with a symmetrical arch 
form. A detailed linear examination follows in which harmonic and thematic features of 
each major section are examined together with the development of the form as a whole. 
The ashugh-style opening serves as slow introduction (mm. 1–23), fulfilling the 
function of this traditional European idiom. The opening E♭ drone and two prominent B♭ 
half-cadences (mm. 12, 23) leave no doubt about the key center of E♭, which is the 
dominant of the principal key of A♭ major. This device was observed previously in 
Arutiunian’s Armenian Dance and the Cantata About the Motherland (see Examples 2.2 and 
4.2). Notably, there are no authentic cadences in this introduction. Instead, the heightened 
emotional atmosphere emulating ashugh recitative is supported by the exclusive use of 
energetic half-cadences. 
The main allegro tempo begins with a brief orchestral transition (Example 4.42), 
building energy toward the arrival of the main theme, which is presented first by the soloist 
(mm. 33ff). This transition begins with motive A in the key of the introduction (E♭) and 
develops through octatonic scalar motion. Interestingly, this is the first instance in 
Arutiunian’s works of the octatonic scale. While the octatonic scale is closely associated 
with the Kuchka, it is not a significant aspect of the Armenian nationalist composers who 
were Arutiunian’s antecedents and the logic of motives, Armenian link construction, or 
chromatic harmony have been sufficient to justify his works to date. The prominent use of 
octatonic collections in the Trumpet Concerto represents an expansion of the boundaries of 




holds for five measures until a notable ♭3#–♭2#–1# progression in A♭ marks the arrival of the 
main theme of the work. This ♭3#–♭2#–1# is a variation of the Arutiunian cadence and 
specifically this motive occurs several times in the main theme of the Trumpet Concerto. 
Example 4.42: Trumpet Concerto, transition to main theme, mm. 26–32 
The main theme is a catchy allegro tune within a clear and hierarchical phrase 
structure. As previously examined, this main theme introduces motive C, the ascending 
trichord, and motive D, which features an 8/8 (3+3+2) asymmetrical meter. The 
accompaniment to the main theme (Example 4.43) begins as a rhythmically articulated 
open fifth drone with one voice moving upward by step to arrive at the third in the second 
measure (mm. 33–34). A similar device was observed in the first several measures of 




Example 4.43: Trumpet Concerto, main theme and motives B and C, mm. 33–37 
The Arutiunian Cadence effect is employed in bar 35, where the E𝄫 (♭5#) and ♭3#	(C♭) in the 
harmonic accompaniment propel the melody forward toward the half-cadence in the 
following measure. One voice in the orchestra delays the arrival of a true dominant sonority 
in mm. 36 with another descending stepwise ♭3#–♭2#–1#	motive over the prevailing E♭, both a 
contrapuntal effect and another instance of the Arutiunian Cadence. 
The main theme area consists of a repeated sixteen-bar structure. Each sixteen-bar 
half is composed of two eight-bar phrases, each of which has two four-bar sub-phrases. 
The second time through the sixteen-bar theme has an altered ending, as outlined in the 
table below (Figure 4.10). Similar to the introduction, most phrases end with half cadences. 




 Phrase Melody Key Cadence Measures 
Main 
Theme 
Basic Idea Soloist A♭ Half 33–36 
Basic Idea repeated Soloist A♭ Authentic 37–40 
Contrasting Idea Soloist E♭ Half 41–44 
Fragmentation and Cadence Soloist A♭ Half 45–48 
Repeat 
Basic Idea Orchestra A♭ Half 49–52 
Basic Idea repeated Orchestra A♭ Authentic 53–56 
Contrasting Idea Soloist E♭ Half 57–64 
Climax and Dissolve Soloist E♭ none 61–70 
Figure 4.10: Table of main theme phrase structure in Arutiunian’s Trumpet Concerto 
Note that the fourth phrase of the first iteration of the main theme concludes by returning 
to a half cadence in A♭. Classical expectations of two-part form would suggest that the 
repeat of the sixteen-bar main theme should end with an authentic cadence in the home 
key. The repeat of the main theme does build to a climax, but neither returns in the 
direction of tonic A♭ nor offers any supporting harmonic cadence (Example 4.44). In mm. 
61–64 the soloist is answered by contrary motion gestures which have the feel of one 
harmony per bar. In m. 64–65 the phrase rhythm doubles to two-per-bar. In 66–67, the 
harmonic rhythm doubles again to four-per-bar and progresses harmonically as the soloist 
ascends. The soloist’s arrival on high A♭ is not supported harmonically: in 68–69, a 
descending F♭ dominant arpeggio in the bass (highlighted with a bracket) is harmonized 
with a series of linear sonorities: first an augmented sixth (A♭–C–E𝄫–G♭), then the C♮ 
progresses to C♭ to create an A♭ half-diminished seventh, then the G♭ becomes an F♭ for a 




but does not resolve, rather becomes a static F♭ tonal center as a transitional passage 
establishes the melodic collection for the coming second theme area. 
Example 4.44: Trumpet Concerto, no-cadence ending of main theme, mm. 61–70 
Note also that growth of the main theme area to the climax in m. 69 and its rapid decline 
follows the pattern familiar from Arutiunian’s Prelude-Poem and Polyphonic Sonata of 




theme, second theme, development, and main theme in the recapitulation) forms a distinct 
wave of growth and decline, similar in construction to the last movement of Polyphonic 
Sonata. 
The lyrical second theme area employs many of Arutiunian’s typical devices, 
layered together thickly. The theme is presented in two versions, octatonic and harmonic 
major. Although the octatonic melody and contrapuntal dissonances obscure the sense of 
tonality, Arutiunian anchors the melody in a tonal center through a strong bass voice. The 
inner voices are rich with contrapuntal figuration, such as passing and suspended 
dissonances, and the resulting sonorities are a mix of extended tertian harmonies such as 
seventh and ninth chords and surprising modal mixture, including half-diminished seventh 
chords built in unexpected places. 
The first two statements of the eight-bar melody by the clarinet (mm. 80–87) and 
the trumpet soloist (mm. 88–95) are in its octatonic form. In the first instance it 
accompanied by a pulsing rhythmic ostinato done on C♯, the dominant pedal of the F♯ key 
center (Example 4.45).500 Interestingly, the pitch class F♯ is conspicuously avoided in tonic 
role during the first four measures. The octatonic melody avoids it through the melodic ♯1# 
(F𝄪), and the opening harmonic progression suggests a plagal resolution to F♯maj7 absent the 
tonic (m. 81). The second two-bar harmonic progression resolves to a half-diminished 
seventh sonority built on the dominant (m. 83). 
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Example 4.45: Trumpet Concerto, second theme, first statement, mm. 80–83 
This eight-bar section concludes with a clarification of the key center through an 
unambiguous half-cadence on C♯ (Example 4.46). A Rimsky-Korsakovian clarinet flourish 
highlights the penultimate ♭VI sonority (mm. 86) which resolves to a conventional dominant 
triad (m. 87). Notice the arpeggiated figure in the bassoon, for it will be alluded to in the 
lyrical section (Example 4.51, later). 
Example 4.46: Trumpet Concerto, half cadence, mm. 86–87 
A disagreement between the published sources of the Concerto provides a vivid 
example of the framework and understanding developed in this dissertation. In the original 




1976, the B♭ clarinet part contains a C♮ (printed D♮) for the penultimate note of mm. 86 
(see again Example 4.46).501 In the 1952 publication of the piano reduction and all 
subsequent settings, this pitch is given as a C♯.502 I argue the C♯ is the correct reading 
under the following rationale: beginning in the second half of mm. 86, the introduction of 
the melodic E♯ creates a D–E♯ augmented second. As explored in Chapter One, traditional 
Armenian music sets the augmented second as the center of an augmented tetrachord. In 
the interval structure of Armenian augmented tetrachords, the augmented second is always 
surrounded by two minor seconds (half steps). Arutiunian maintains this practice and in the 
examples examined for this research he is consistent in this regard. Since the scalar 
progression E♯–D–C♮ would create an adjacent augmented second and major second, then I 
conclude that the orchestra score’s C♮ is the misprint and should be corrected to match the 
piano reduction’s C♯. 
In the second presentation of the octatonic version of this theme, the harmonic 
center is clarified by a strong D–C♯–F♯ bass progression (Example 4.47). The harmonies 
above the bass continue to be complex and obscured by contrapuntal devices. An exquisite 
example of this is seen in mm. 88–89. In the second half of m. 88, the F♯ is held from the 
first half-bar, creating a suspended fourth over the bass C♯. This suspension resolves 
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downward as expected to E♯ on the downbeat of m. 89, however the bass also moves 
rendering E♯ as the major seventh of the chord. 
Example 4.47: Trumpet Concerto, second theme, second phrase, mm. 88–91 
This second statement of the theme also arrives on a D sonority in the seventh bar 
(Example 4.48). Given that the first iteration of the second theme concluded with a half-
cadence, the logic of a two-part thematic construction would suggest that this iteration of 
the theme should conclude with an authentic cadence in the home key of F♯. Arutiunian 
again leaves expectations unfulfilled by pivoting away from F♯. An E dominant sonority on 
the fourth beat of m. 94 shifts the harmonic orientation toward A major. This is confirmed 
with the typical Arutiunian Cadence formulation of ♭3# (of A) in the melody, resolving in 
an authentic cadence in A major. The resolution is embellished by a 9–8 suspension in the 




Example 4.48: Trumpet Concerto, pivot to A major, mm. 94–95 
This cadence establishes the pedal A which sustains to accompany the third presentation of 
the second theme. In this iteration, the interval structure of the theme is transformed into D 
harmonic major (Example 4.49). The bass A serves as a dominant pedal and the trumpet 
soloist takes up a contrapuntal obbligato featuring the ascending trichord motive (motive C) 
and the dactylic lower neighbor (motive B). Arutiunian again avoids authentic cadences in 
97 and 99 by resolving deceptively to B minor in both instances. The cadence in bar 99 is 
again highlighted by the soloist’s ♭3#	(F♮) in the preceding beat. The harmonic major version 
of the melody is less tonally ambiguous and it is this version that is employed throughout 




Example 4.49: Trumpet Concerto, second theme in harmonic major, mm. 96–99 
A central concern of the sonata form is global key-area relationships and conflict. 
Traditionally the main theme’s key area is contrasted by the second theme’s key area, the 
conflict between those two keys is explored in the development, and that conflict is resolved 
in the recapitulation when the second theme returns in the key of the main theme. 
Arutiunian observed each element of this pattern in Festive Overture, including the main 
theme in D major, the second theme in B♭ major, and the return of both in D major at the 
recapitulation. In the Trumpet Concerto, the second theme does not have a single consistent 
key center but is perhaps better seen as a collection of related keys. It begins in F♯, an 
enharmonic ♭VII relationship to the home key. This is not unprecedented, as Arutiunian 
employed the same relationship between the A and B material in the third movement of 
Cantata About the Motherland (see Examples 4.9, 4.10). However, as the second theme 
develops, the key area moves through A major to D harmonic major, then pivots to C♯. As 
the climax of the second theme area subsides, the pattern reverses, working through D 
harmonic major, A major, and finally arriving back in F♯ major at the conclusion. This 




Phrase Key Area Melody Cadence (Bar) Measures 
1 F♯ Clarinet, octatonic Half (87) 79–87 
2 F♯ Trumpet, octatonic Authentic on A (95) 88–95 
3 D Celli, harmonic major Deceptive (102) 96–102 
4 C♯ Solo Trumpet n/a 103–108 
5 A Tutti, octatonic Authentic (113) 109–115 
6 F♯ Coda, Fragmentation Plagal (125) 116–126 
Figure 4.11: Table of second theme key centers in Arutiunian’s Trumpet Concerto  
The development (mm. 127–232) also observes the traditional sonata form rhetoric: 
it begins the first phrase of the main theme in a contrasting key, in this case A major. 
Motives C, D, and E are fragmented, modulated, and developed in dialogue between the 
soloist and orchestra in an episodic manner but always featuring a regular sense of phrase 
structure. These episodes explore new key areas while building in drama, tension, and 
thickness of texture in another of developmental waves. As the wave builds, the soloist 
bows out of the texture and motive A emphatically returns in the tutti orchestra to make the 
final push to the climax (m. 215). The texture and tension quickly dissipate and a delicate 
transition based on motive A bridges into the lyrical slow episode. 
This lyrical episode occupies a variety of dramatic roles within the development of 
the Concerto’s form, some of which only become clear at the conclusion of the work. With 
respect to the arc of sonata form, one way to justify this lyrical episode is as Arutiunian 
described: “a lyrical episode [with]in the development.” The episode strikes some listeners 
as the slow movement of traditional three-movement concerto form. This is the reading 




concerto, splitting it into three tracks and labeling this section as the second movement.503 
Elements of texture, style, key area, and formal logic also connect this lyrical episode with 
the second theme area. One of the most evident is the common a rhythmically pulsating 
accompaniment (compare Example 4.50 with 4.45 and 4.47).  
Example 4.50: Trumpet Concerto, lyrical episode, mm. 235–238 
Another link between the two sections is the opening key center of C♯ minor, which 
is closely related with the central C♯ key area of the second theme. Another similarity is the 
use of extended tertian sonorities, including prominent and unresolved major seventh 
harmonies. This texture seems to be a device with roots in the Kuchka, as described by 
Soviet composer and theorist Yuri Tyulin (1893–1978) in his Uchenie o muzykal’noĭ 
facture i melodicheskoĭ figuratsii [Doctrine of Musical Texture and Melodic Figuration]. In 
examining examples by Mussorgsky and Borodin with similar sustained dissonances of a 
second above or below chord tones, such as added sixth, seventh, or ninth sonorities, Tyulin 
describes this texture as a “frozen appoggiatura.”504 As a characterization, Tyulin’s “frozen 
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appoggiatura” seems particularly apt for describing the major seventh and ninth sonorities 
found throughout the lyrical episode and also the second theme area. A notable harmonic 
device in Example 4.50 is the chord labeled ♭II9. This chord is functioning as an augmented 
sixth resolution back to the tonic C♯ minor. Performers trained in modern jazz theory might 
describe this as a tritone substitution of the dominant.505 One last detail suggests a link 
between the second theme area and the lyrical episode: the celli in m. 87 (Example 4.51) 
have a connective phrase which is distinctly similar to that of the bassoons in mm. 86–87 
(Example 4.46). 
Example 4.51: Trumpet Concerto, lyrical episode turnaround, mm. 238–239 
The final cadence of the lyrical episode elides with the return of the principal 
allegro tempo and the start of a twenty-eight-bar developmental bridge to the recapitulation. 
This final section is built on motive A and builds energy through exploration of seemingly 
unrelated key centers—E♭ (m. 280), C (m. 288), B (m. 296), F (m. 302)—arriving abruptly 
back at dominant E♭ (m. 308), where the texture seamlessly blends into a repetition of the 
introduction to the main theme of the exposition. Through the development of the A motive 
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through a variety of key areas, this developmental transition acquires the expected building 
momentum. Likewise, the arrival of the main theme fulfills the traditional affect and 
rhetoric of the arrival of the recapitulation. 
The exact repetition of the main theme area continues until the prominent F♭ (♭6#) 
on the downbeat of measure 352. Recall that in the exposition this is about where the main 
theme avoided a conclusive cadence and transitioned toward the second theme. In the 
ending of the work, Arutiunian presents the symmetrical pair to the non-cadence at the end 
of the main theme. Starting with the aforementioned F♭, a four-bar virtuosic break 
embellishes the F♭’s eventual resolution downward to a dramatic and triumphant 
exclamation in E♭ punctuated by open fifths in the orchestra (Example 4.52). The trumpet 
melody resolves deceptively with a leading tone to C minor (m. 360) which the orchestra 
confirms this by taking up motive A in that key. In this deceptive resolution, Arutiunian 
again avoids a conclusive cadence at the end of the main theme area. 
Example 4.52: Trumpet Concerto, turn to c minor, mm. 358–361 
In the traditional structure of sonata form, this recomposed transitional passage 
would lead to the second theme in the home key. Instead, Arutiunian omits the second 




The orchestra’s arrival on an unexpected second-inversion F major (m. 367) alludes to the 
traditional harmonic gesture of a cadenza, although in a unexpected key area (Example 
4.53).506 In a kind of harmonic and contrapuntal sleight-of-hand, Arutiunian uses the 
cadenza to return to the final tonic as follows: the first statement of the cadenza emphasizes 
the pitch classes F, G♯, A, an augmented trichord motive; an ascending F major scale 
ascends to the upper register, arriving on an unexpected A♭5, creating a shift to F minor, 
and suggesting a respelling of the G♯ from the previous statement—Arutiunian used a 
similar ♯2#/♭3# flexibility in the second movement of the Polyphonic Sonata. This emphatic 
arrival on A♭5 also mirrors the soloists’ conclusion of the main theme area. The orchestra 
then confirms A♭ as tonic (the relative major of F minor) through an unconventional final 
cadence: descending parallel minor triads (C♭, B♭, B𝄫, A♭) form a chromatic contrary-
motion cadence with the soloists’ ascent to the high A♭. 
Example 4.53: Trumpet Concerto, cadenza and concluding cadence, mm. 367–371 
In the aforementioned cadenza and concluding cadence, there is not even a hint of a 
traditional functional-harmony resolution and instead uses contrapuntal means to deliver the 
                                               




final structural cadence on A♭. As in Festive Overture, the final cadence is followed by a 
tutti orchestral unison exclamation point. Whereas in Festive Overture this last statement 
was decorated by an unexpected ♭2#, in the Trumpet Concerto, the motivic and rhythmic 
features of the final tutti unison statement is of the form of a declamatory ashugh motive, 
an ascending third with dotted rhythms, similar in gesture to the opening/closing gesture of 
Arutiunian’s third Prelude (see Example 2.17). This concludes the arch form by pairing the 
final four measures with the opening introduction and framing the entire Concerto with 
ashugh-inspired melodic material. 
Example 4.54: Trumpet Concerto, final tutti statement, mm. 370–375 
The melodic structure here is also one last instance of the ascending trichord motive that is 
so central to the main theme. This concluding statement, therefore, links this final tutti 
exclamation point with not only the opening but also the main theme of the concerto. 
The harmonic and contrapuntal aspects of the Trumpet Concerto are significantly 
more elaborate than the Cantata About the Motherland, especially in its chromatic and 
modally-mixed harmony and Neo-classical transgression of expectations. While Arutiunian 
does not depart from tonal construction or the grand dramatic sentiment expected of the 




was compelled by the events of 1948 to become a model of bland conformity and abandon 
the modern contrapuntal methods of Litinsky or the unconventional harmonic and formal 
approach of Prokofiev are dispelled by examining the details of the Trumpet Concerto.  
 As demonstrated, the Trumpet Concerto blends the sonata principles which 
Arutiunian by which comfortably abided in Festive Overture with an arch structure that 
satisfies his tendency toward symmetry and framing in form. The details of this hybrid 
structure are summarized in Figure 4.12. 
Section Form Relation Tempo marking Rehearsal Measures 
Introduction A Andante maestoso 
(slow) 
Beginning–A 1–23  
Main Theme B Allegro energico 
(fast) 
A–D 24–78  
Second Theme C Meno mosso (slow) D–G 79–126 
Development D Tempo I (fast) G–M 127–232 
Lyric Episode C’ Meno mosso (slow) M–P 233–280  
Retransition and 
Recapitulation 
B’ Tempo I (fast) P–T 280–352 
Cadenza and Coda A’ Tempo I (slow) T–end 352–375 
Figure 4.12: Table of sonata and arch forms in Arutiunian’s Trumpet Concerto 
The slow introduction around the dominant provides introductory thematic material in the 
ashugh style and is symmetrically paired with the closing cadenza and final statement which 
is also slow in affect and incorporates ashugh ‘call to attention’ gestures. The crisp main 
theme has a periodic structure that largely avoids conclusive cadences and is paired with an 




dissolves at the end of the repeat of the sixteen-bar theme, leaving the listener without a 
conclusive functional-harmony cadence. The second theme provides contrast of tempo, 
sentiment, and harmonic technique in lieu of a meaningful contrasting key area. In addition 
to tempo and lyricism, key textural and harmonic features such as the frozen-appoggiatura 
seconds and a pulsating accompaniment link the second theme with the same elements 
found in the lyrical episode in the development. Lastly, the central development delivers on 
the expected building of emotional energy through the fragmentation, transposition, and 
recombination of the four principal motives in a building texture which climaxes and 
dissipates leading to the lyrical episode. This cycle completes a symmetrical A–B–C–D–
C'–B'–A' structure as well as the major features of the traditional sonata form.  
Recordings, Publications, International Reception 
Russian trumpet virtuoso Timofei Dokshizer (1921–2005), while often mistakenly 
credited as being the dedicatee or premiere performer of the Concerto, played a critical role 
in popularizing it. Like Mesiayan, Dokshizer studied with Tabakov at both the Central 
Music School and Gnessin Musical Institute (graduating in 1950), and joined the Bolshoi 
Theater in 1945. He began touring internationally in 1959 and continued through the 1980s 
as the primary trumpet soloist of the Soviet Union and often included Arutiunian’s Concerto 
in his programs, performing it more than 200 times.507 Dokshizer wrote a full cadenza for 
the Concerto, of which Arutiunian approved and which has since become a standard part of 
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publications and performances of this work. I could not find a precise date for the 
composition of the cadenza. Arutiunian gives the date 1977 in his Memoirs, but this seems 
to be the date the first Soviet edition of the Concerto to include the cadenza.508 The earliest 
evidence I have found is a 1965 recording by Anatoly Maksimenko with the Bolshoi 
Theater Orchestra, and first publications by the International Music Corporation (1967) and 
Hans Sikorski (1972).509 
The Concerto was given its U.S. debut by Boston Symphony principal trumpeter  
Roger Voisin and the Boston Pops Orchestra on June 10, 1966, at the orchestra’s annual 
“Armenian Night at the Pops.”510 The Armenian Night at the Pops tradition was founded 
and led by Boston-based Armenian conductor Rouben Gregorian; however, a review of 
Armenian Night at the Pops programs indicates he typically shared the program with the 
Pops’ music director, and Arthur Fiedler conducted the premiere performance of the 
Concerto.511 A recording of this performance in the Boston Symphony Orchestra archives 
documents that Voisin did not perform Dokshizer’s cadenza.512 
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The first publication of the Trumpet Concerto was a 1952 publication in Moscow.514 
All subsequent published piano reductions have replicated this reduction. The orchestral  
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score was first published in Yerevan in 1956.515 Another edition of the orchestral score was 
edited by Timofei Dokshizer, published in 1976. The most prevalent edition in use in the 
United States is by the International Music Company, published in 1967, one year following 
Voisin’s premiere.516 Voisin is credited as the editor of that edition.  
There are four Soviet-sphere recordings of Arutiunian’s Trumpet Concerto. Haykaz 
Mesiayan performed a radio broadcast recording of the work in 1951, which was never 
formally published but has been made available on YouTube in recent years courtesy of the 
Mesiayan family.517 The first published recording was by Vaclav Junek and the Prague 
Symphony in 1963, followed by Anatoly Maksimenko and the Bolshoi Theater Orchestra in 
1965.518 The most well-known is undoubtedly Dokshizer’s iconic 1969 recording with the 
Bolshoi Theater Orchestra, which became widely available in the West through the 
Angel/Melodiya catalog and has since achieved legendary status in the trumpet community. 
Among the discography assembled during this research, the only non-Soviet soloist to make 
a published recording prior to 1987 was Maurice André’s largely forgotten 1972 recording, 
only recently reissued on CD after his passing in 2016.519 Of note to trumpeters, starting 
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with the 1952 piano reduction (Muzyka edition) and 1956 full score (Haypethrat edition), 
published editions each mark the solo trumpet in the lyrical episode simply as “con 
sordino.” This would normally be satisfied by a straight mute, however a performance 
tradition of using cup mute instead seems to have been started with premiere performer 
Haykaz Mesiayan. Mesiayan’s radio broadcast recording clearly uses cup mute. This 
tradition is continued in recordings of his fellow Bolshoi trumpeters Anatoly Maksimenko 
(1965) and Timofei Dokshizer (1969).520 Other early performances by trumpeters not 
associated with the Bolshoi, including Vaclav Junek recording (1963), Roger Voisin’s 
performance at the U.S. Premiere, 1966), and Maurice André recording (1972) all use 
straight mute.521 
Through Dokshizer’s concert tours and recording, the work’s popularity spread 
quickly. In Stephen Garrett’s 1984 dissertation research, 85 of 92 prominent U.S.-based 
trumpet performers and professors surveyed listed Arutiunian’s Concerto as among the 
fifteen “most significant” concertante works of the twentieth century, the highest-ranked 
response in the survey.522 A search of the International Trumpet Guild Journal archives 
reveals mention of the work in nearly every issue, either from concert programs, conference 
reports, and masterclasses. The work has since become a standard audition, recital, and 
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contest piece in the trumpet community. Starting in 1990, international interest picked up 
significantly and I have documented at least 30 published recordings between 1987–2016 in 





BEYOND THE TRUMPET CONCERTO 
This final summative chapter expands upon the detailed analyses of the preceding 
chapters with a survey of Arutiunian’s life and music after 1950. Arutiunian’s early works 
are placed within the evolution of his style and his apparent major style periods. The 
chapter concludes with an exploration of the important questions and expansive avenues for 
future research, including implications for performers.  
Early Works and Formation of the Big Soviet Style 
As demonstrated, Arutiunian’s student works consciously imitate and extend the 
work of his Armenian nationalist forefathers, including Sargis Barkhudaryan, Alexander 
Spendiaryan, Komitas, and Aram Khachaturian. He composed small-scale melodically-
driven pieces that consciously emulate the modal construction, texture, and phrase 
structures of Armenian peasant monody and ashugh songs. These melodic elements are set 
against a strong bass voice, which often takes the form of a static drone. Harmonic elements 
are generally experimental, avoiding clear functional progressions but generally constructed 
around significant tonal centers and structural tonal events. Common harmonic devices 
include open fifths; a static harmonic drone or ostinato; seconds added to a vertical sonority 
or melody and treated as consonance; and contrapuntal countermelodies which generally do 
not result in functional harmonic progressions. Arutiunian uses unambiguous harmonic 




textures, evocative of those found in folk and ashugh music, including a characteristic 6/8–
3/4 polymeter. From his teacher Barkhudaryan, Arutiunian inherited a predilection for 
short, ternary-form compositions. Throughout his training at the Yerevan State 
Conservatory, the scope and complexity of his works grew steadily. Arutiunian’s graduation 
work, his Piano Concerto (1941), was his first orchestral work of significant scope, and was 
influenced by Khachaturian’s Piano Concerto (1936). 
During the early 1940s, Arutiunian served out the war years directing an officers’ 
entertainment ensemble. During this time his style and compositional technique continued 
to develop, expand, and assimilate new influences. Arutiunian’s approach was influenced by 
his studies with modernist conductor Konstantin Sarajev, Muscovite specialist of Romantic 
music Konstantin Igumnov, and counterpoint pedagogue K’ristap’or K’ushnaryan. His few 
published works from this time demonstrate the growth of ‘international’ elements in his 
style including the use of counterpoint and Romantic idioms and textures. Arutiunian’s 
Prelude-Poem (1943) embodies a Romantic affect through motivic development, an 
arpeggiated piano texture reminiscent of Chopin or Liszt, chromatic harmonic progressions, 
and the general avoidance of cadences. Arutiunian also demonstrates the first instance of a 
developmental template which Soviet theorist Lev Mazel refers to as a “single wave of 
growth and decline,” building to a single climax and then relaxing.523 Armenian researcher 
Vyacheslav Yedigaryan notes similarities between Arutiunian’s method of accomplishing 
                                               




this developmental wave and Shostakovich’s Symphony No. 5.524 In Prelude-Poem (1943) 
and We shall not be defeated (1944), Arutiunian employs the first instances of two unique 
compositional devices which become common in his mature works: the Arutiunian 
Cadence (a surprise element of melodic modal mixture, usually ♭3#, in the approach to a 
cadence) and the melodic use of an augmented trichord (1#–♯2#–3#). 
During 1946–1948, Arutiunian’s government-sponsored studies at the Armenian 
House of Culture in Moscow brought him into closer contact with the leaders of Soviet 
music: Khachaturian, Prokofiev, and Shostakovich. Furthermore, the mentorship of noted 
counterpoint pedagogue Genrikh Litinsky had a decisive effect on his development through 
strict training in both traditional and modern counterpoint. Arutiunian’s landmark 
Polyphonic Sonata (1946) is self-consciously contrapuntal and conveys a Neo-Baroque 
affect. Also notable about this work is the further maturation of Arutiunian’s technique of 
motivic development, which he uses to give unity to the cycle of three movements. He also 
employs both the Arutiunian Cadence and the augmented trichord devices as prominent 
compositional elements in the second movement. Arutiunian’s works after the Polyphonic 
Sonata continue to show a deeper sense of contrapuntal thinking and organization around 
contrapuntal layers. Arutiunian’s Humoresque (1947) demonstrates the growing impact of 
Sergei Prokofiev on his compositional organization, especially Prokofiev’s process of 
creating expectations of Classicism through phrase structures, cadences, and harmonic 
devices only to defeat those expectations with a modernist twist. Arutiunian’s Dance (1947) 
                                               




for violin and piano also shows significant expansion and enrichment of his style, blending 
the nationalist idioms and construction of his early works with an expanded harmonic and 
textural palette indicative of the influence of Khachaturian. 
In the tumultuous aftermath of February 1948 Zhdanov Decree (Zhdanovshchina), 
during which the acceptable boundaries for Soviet composers narrowed, Arutiunian devised 
a new compositional approach and inaugurated his Big Soviet style. The Big Soviet style 
had been developing in mainstream Soviet music for more than a decade: leading 
composers in Moscow and Leningrad had been charged to create symphonies, concertos, 
cantatas, and operas of a grand and uplifting scale to match the purported ideological 
greatness of the Soviet society and nation. Arutiunian’s graduation work in 1948 was an 
appropriately grand, accessible, and ideologically appropriate Stalin Cantata, the Cantata 
About the Motherland (1948). Arutiunian’s Cantata combined elements of his Armenian 
nationalist vocabulary with relatively conservative and unambiguous harmonic progressions, 
Classicist phrase structure, and several moments of obvious homage to well-known works 
of Rimsky-Korsakov, Khachaturian, and Shostakovich.  
After winning the Stalin Prize for the Cantata, Arutiunian returned home to 
Yerevan and continued composing in the Big Soviet style. A number of major works 
followed in quick succession, including his Festive Overture (1949) for orchestra and his 
internationally-acclaimed Trumpet Concerto (1950). Consistent with the Cantata, both of 
these embody the grand dramatic sentiment, clear formal structure, Classicist phrasing, and 




advanced harmonic devices and transgressive Neo-Classical twists were absent from the 
Cantata, these elements return in the post-Cantata Big Soviet works. Also notable is 
Arutiunian’s increasing use of specific motives found in the works of Khachaturian, 
especially an ascending dactylic trichord motive which appears prominently not only in the 
main themes of the Trumpet Concerto and Festive Overture, but also in his Armenian 
Rhapsody (1950) and Piano Concertino (1951). 
In the Trumpet Concerto, the stylistic trends of Arutiunian’s early Big Soviet works 
come to fruition in a rich and multi-faceted composition. Armenian ashugh elements 
dominate the slow introduction, and peasant song characteristics are embodied in the 
central lyrical episode of this one-movement concerto. As a modified sonata form, thematic 
development plays a key role and the central motives are based on permutations of 
Khachaturian’s dactylic ascending trichord, Arutiunian’s own augmented trichord motive, 
and an additional motive borrowed from Khachaturian’s Cello Concerto. Arutiunian’s 
distinctive Arutiunian Cadence formula also permeates the Trumpet Concerto, more so than 
other works from this time. Harmonic aspects of the Concerto are more distinctly 
Romantic, with heightened harmonic tension resulting from a combination of unresolved 
dominants, a prevalence of half-diminished seventh and augmented sixth sonorities, and a 
Prokofiev-like twist where the main theme fails to resolve with a conclusive cadence. 
Lastly, the sonata form structure of this work is blended with a symmetrical arch structure 
to create a sophisticated hybrid form that operates on several levels simultaneously. This 




attention by the Soviet trumpet virtuoso Timofei Dokshizer. 
Big Soviet Period After 1950 
Despite the death of Stalin in 1953, the swift de-Stalinification of Soviet culture, 
and the relaxing of Soviet cultural controls, Arutiunian’s Big Soviet style appears to have 
continued largely unchanged through the remainder of the 1950s. The Trumpet Concerto 
was followed almost immediately by the Piano Concertino (1951), another of his most 
popular works. His last landmark work in the Big Soviet style is his momentous four-
movement Symphony in C Minor (1957) which applies his Big Soviet approach to a 
dramatic four-movement symphony in the vein of Tchaikovsky and Khachaturian. There 
are notable similarities in construction with Khachaturian’s Symphony No. 2, especially in 
the use and development of an Armenian folksong as the central melody of the second 
movement.525 
During this decade Arutiunian composed in a wide range of genres, all based on the 
same Big Soviet melodic, tonal, and formal vocabulary. These include a multi-year 
collaboration with the composer-bandleader Konstantin Orbelyan and the Hayastani 
p’etakan ēstradayin nvagakhumb [Armenian State Variety Orchestra, before 1948 known as 
the Armenian State Jazz Orchestra], for which he wrote a number of works in a kind of 
Soviet-jazz style. Arutiunian composed three film scores including Stvernerě heṛanum en 
leṛnerits’ [Prizraki pokidayut vershiny, Ghosts Leave the Peaks] (1955), Sirtn ē yergum 
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[Serdtse poet, My Heart is Singing] (1956)—also co-composed with Konstantin Orbelyan—
and Im ěnkeroj masin [O moem druge, About My Friend] (1958). This last film produced 
notable excerpts, including a Konts’ertayin vals [Kontsertyĭ val’s, Concert Waltz] for 
orchestra and the song White Nights, which later became the main theme of his Elegy 
(2000) for trumpet and strings. 
Arutiunian also produced a substantial amount of popular vocal music: short unison 
or two-part treble choir songs for the All-Union Radio Children’s Choir in Moscow, several 
works for a male vocal quartet in Yerevan, Armenian Romances, and other choral works.526 
With the exception of some of the more sophisticated Romances, these works are closer to 
the style of the Cantata in their accessible, unambiguous, and often cliché harmonic idioms. 
Arutiunian also composed his Hayastani Parerin [Tantseval’naya syuita, Armenian Dances] 
for orchestra (1952) with a student orchestra in mind, and a handful of chamber-
instrumental works, the most enduring of which is his Konts’ertayin skerts’o [Kontsertnoe 
skertso, Concert Scherzo] for trumpet and piano (1955). This last work was premiered by 
the same trumpeter who premiered the trumpet concerto, Haykaz Mesiayan, and has in 
recent years been republished and entered the international repertoire. Arutiunian 
tantalizingly describes it as an encore piece, to be performed after the Trumpet Concerto, 
and alludes to an unpublished orchestral arrangement of the work.527 
During this time, Arutiunian’s personal and professional life also changed 
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dramatically. In 1950 he married Irina Odenova, a pianist he had met at the Conservatory 
in 1945 during the waning days of World War II.528 His daughter Narine was born in 1951 
and his son Suren in 1953.529 Additionally, in 1954 Arutiunian was appointed artistic 
director of the Armenian State Philharmonic Orchestra.530 This was a significant 
commitment of his time and divided his focus between administration and composition.531 
During the Soviet era, the organization of the Armenian Philharmonic was an umbrella for 
all state-supported musical ensembles in Armenia, which included the headline symphony 
orchestra, the state song-and-dance ensemble, the string quartet, and a variety orchestra. 
Arutiunian’s title as gegharvestakan ghekavari [artistic director] appears to be different than 
the modern usage of the same term, which now includes principal conductor.532 Rather, he 
was head of the committee that oversaw each performing organization within the Armenian 
Philharmonic umbrella, reviewing and approving programming of concerts, guest artists, 
tours, personnel, budgeting and other details. As Arutiunian describes it: 
I saw hundreds of people with their professional and everyday problems that 
had to be solved, and most often without delay. 
[…] a huge amount of time was occupied by sessions of the artistic council, 
listening to the programs of artistic ensembles (during discussions, at times, 
whole ‘battles’ were played out). 
I cannot help but recall with gratitude the understanding with which my 
colleagues reacted to my Philharmonic activity, especially the administrators of 
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the philharmonic, who saw in me, above all, a composer, and tried to shield me 
from many issues of everyday ‘routine.’533 
Arutiunian held this post throughout the remainder of his career, retiring in 1990 during 
the last year of the Soviet system.534 
Arutiunian’s teaching career also began in earnest during the following decade, while 
his friend Ghazaros Saryan was rector of the conservatory. He joined the composition 
faculty of the conservatory in 1965 and continued teaching through the mid-2000s, 
although certainly his activity diminished progressively as he ascended into his 70s and 
80s.535 Arutiunian wrote about teaching: 
Pedagogical work as a whole has always attracted me, although it has not 
become dominant in the overall context of my work. 
It seems to me that only by becoming a teacher I was able to truly appreciate 
the work of my favorite teachers. Like them, I tried to apply the principle of an 
individual approach to each of the students, instill in them a love for my 
specialty, a belief in its prospects, and a sense of responsibility to society.536 
After the Big Soviet Style 
Although beyond the scope of this dissertation to establish, it appears that the 
development of Armenian music underwent its own de-Stalinification during the 1960s and 
beyond, reacting against the Big Soviet style of the 1930s–1950s.537 Beginning with the 
generation coming of age after the death of Stalin, Soviet Armenian composers in the 
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1960s looked to twentieth-century European composers for inspiration, including 
Stravinsky, Bartok, and the Darmstadt School, and were no longer pressured by government 
censorship to adhere to Kuchka-descended nationalist idioms. In this mid-century 
correction, the Romanticism of the Big Soviet style was generally abandoned along with 
many of the other cultural trappings of the Stalinist era.538 This topic is generally 
unexamined in the English-language scholarship and is deserving of additional research. 
Arutiunian also evolves with this trend and his major works take on a new direction, 
constituting a neo-Classical middle period (c. 1960–1975).539 Repurposing many of the 
same compositional devices of his early style, Arutiunian generally abandons the Big Soviet 
aesthetics of grand dramatic scope and Romantic affect while retaining, developing, and 
focusing on Baroque and Impressionist aspects seen in the Polyphonic Sonata and other 
student works, as well as devices and procedures inspired by Shostakovich and Prokofiev. 
He has many significant works from this period covering a variety of approaches, including 
the solo piano cycles Yerazhshtakan yerek’ patker [Tri muzykal’nye kartiny, Three Pictures] 
(1960) and Vets’ tramadrut’yan [Shest’ nastroeniĭ, Six Moods] (1976), Tonakan 
[Prazdnichnaya, Festive] for two pianos and percussion (1961), and concerti for horn 
(1962), trumpet (Theme and Variations, 1973), piano (Ṛapsodia ‘Ser hin Yerderě’ 
[Rhapsody ‘Our Old Songs’], 1974), cello (Poem, 1975), and oboe (1977). Symphonic 
works include the Simfonietta for string orchestra (1966), P’ok’rik nakhergank’ [Little 
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Overture] (1967) and Prelud Komitasi hishatakin [Prelude in Memory of Komitas] (1969) 
for violin ensemble, as well as the incisive and dramatic cantata Ask’ hay zhoghovrdi masin 
[Legend about the Armenian People] for soloists, choir, and orchestra (1960). Major vocal 
works include the Rek’viem [Requiem] (1965) composed for the 50th anniversary of the 
Armenian genocide and based on the ancient sharakan Gt’a ter, the song cycle Hushardzan 
mayrikis [Memorial to my Mother] for voice and piano (1970), and his landmark opera 
Sayat’-Nova (1969), based on songs by the famous eponymous ashugh.540 Arutiunian also 
composed a very different sort of film score for the award-winning Nahapet (1977), which 
included a well-known setting of the Armenian folksong Dle Yaman. During this time, 
Arutiunian received top government honors for his accomplishments and service: in 1962 
he was named People’s Artist of Armenia, and following the successful opera Sayat-Nova, 
People’s Artist of the U.S.S.R. in 1970.541 
Around 1980, in the final decade of the Soviet Union, Arutiunian’s works took a 
newer, freer direction. His compositions become increasingly eclectic in their construction 
and rhapsodic in character, and formal structures become more ambiguous and loosely-
defined. For the first time, Arutiunian dedicated significant energy to composing chamber 
music and produced a number of significant works. These include duo sonatas for violin 
(Poem-Sonata, 1985) and viola (‘Retro’ Sonata, 1983), a quintet for brass (Armenian Scenes, 
1984), a quintet for woodwinds (Suite, 1982), and a four-movement trio for violin, clarinet 
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and piano (1993) reminiscent of Khachaturian’s composition of the same instrumentation. 
Additional concerti for flute (1980), violin (1989, in memoriam of the Spitak earthquake), 
trumpet (Rhapsody, 1990), trombone (1991), and tuba (1992) round out the major 
achievements of the composer’s late period.  
Unlike a number of other post-Soviet 
republics, Armenia did not reject and purge the 
national institutions developed during the Soviet 
period.543 Arutiunian is still celebrated as a national 
cultural hero, someone who made key contributions 
to the development of national culture. 
Anniversaries of his birth (85th 90th, 95th) have been 
marked by significant ‘jubilee’ concerts with either 
the Armenian Philharmonic Orchestra or the 
Armenian Youth Symphony Orchestra.544 His 
passing in 2012 was a noted cultural event and he is buried at the ‘Komitas Pantheon,’ a 
cemetery in Yerevan which features memorials to many great artists and musicians, 
including Aram Khachaturian. Nevertheless, despite this public pride in his achievements, 
his music is associated by many with the Soviet system under which he worked, and does 
                                               
542 Photo by the author, 22 October 2015. 
543 Frolova-Walker, Russian Music and Nationalism, 354-355 and Frolova-Walker, “‘National in Form, 
Socialist in Content’,” 370–371. 
544 “Concert dedicated to A. Arutiunian held as part of Khachaturian Festival,” panorama.am (Yerevan), 
26 October 2015, https://www.panorama.am/en/news/2015/10/26/concert-festival/1468857. 
Figure 5.1: Arutiunian’s memorial in 




not engender particular interest or fascination among the current generation. In my personal 
experience, many in Armenia would prefer to move on from Soviet times and avoid 
reminders of the painful memories associated with Armenia’s Soviet past. In a counter-
intuitive twist (embodied in this very research project), there is more enthusiasm for 
Arutiunian’s music and legacy among the international trumpet community. In experiencing 
the music without any particular historical or political context, trumpeters internationally 
have developed a warm rapport with Arutiunian’s musical voice through the Trumpet 
Concerto. 
Avenues for Further Research 
Far from exhaustive, this research has established a modest entry point for Western 
scholars and performers into the study of the music of Alexander Arutiunian and Armenian 
music before 1950, including early Armenian nationalist composers such as Melik’yan, 
Spendiaryan, and Barkhudaryan, and the Armenian folk and folk-professional (ashugh) 
music which influenced them. The absence of comprehensive English-language studies in 
any of these areas presents a significant barrier to developing a deep understanding of the 
music and musicians who nurtured and shaped Arutiunian’s development. Most primary 
sources associated with pre-World War II Armenia lie beyond the extent of American 
library holdings and English-language scholarship. Whereas Chapter One of this 
dissertation presented brief sketches of key figures in this area, an avenue for further study 




development of the early Armenian nationalist composers. Similarly, Western academic 
literature lacks a modern study on the history, development, and characteristics of 
Armenian folk music similar to Kushnaryan’s 1959 monograph which, for all its 
contributions, is limited by the dated perspective of 1950s Soviet Armenian musicology. 
Specifically on the topic of Alexander Arutiunian, much remains to be examined. A 
natural next step from this research is the creation of a detailed performance and 
pedagogical guide to the works addressed in this dissertation, especially the widely-known 
Trumpet Concerto. The clarification of the influences, stylistic elements, formal structures, 
and aesthetic intent of the composer in the Trumpet Concerto is a central achievement of 
this document, and performers and pedagogues can now draw on this information in 
crafting an interpretation of the music or offering guidance to students studying the work 
for the first time. While articulating these findings in a format practical for performers is 
outside the scope of the current document, it would be a natural extension of the current 
work. 
Arutiunian’s prolific output after 1950, which constitutes a majority of his oeuvre, 
and his relationship to the developments of Soviet Armenian music during the second half 
of the twentieth century similarly deserve to a thorough examination. A number of 
Arutiunian’s later works have been recorded by international performers, and they also 
deserve detailed study and contextualization. These include Armenian Scenes for brass 
quintet, Poem for cello, Trio for violin, clarinet, and piano, concerti for trombone and tuba, 




While the present research provides an important framework by which performers can 
begin to better understand these works, further study of Arutiunian’s output after 1950 is 
necessary to establish the detail and clarity that is now available for the Trumpet Concerto 
and other early works. A thorough examination of Arutiunian’s later compositions could 
also serve to introduce readers to the many unknown and unrecorded works from this 
period. 
Another key avenue for future research lies in Arutiunian’s collection of 
manuscripts in Yerevan, which are in the care of his daughter Narine. Arutiunian’s 
[Memoirs] offers tantalizing clues to the wealth of music that was never published. By my 
count, Arutiunian composed around 150 works, around two-thirds of which were 
published. This leaves a significant number of unpublished works that may offer new 
insights about the composer and new contributions to the repertoire. Especially valuable 
among these are manuscripts that can attest to the timing and nature of Arutiunian’s 
stylistic development during the 1930s and 1940s, e.g. String Quartet (1947) or Solemn Ode 
and March (1947). Given the censorship pressures of the Soviet age, a detailed study of his 
unpublished manuscripts may reveal new aspects of the composer and provide information 
to better connect the dots between the officially published works. 
This discussion of Arutiunian and his early works has focused primarily on the 
influence of and his relationship to Armenian folk idioms and his predecessors in the 
Armenian nationalist school. Less explored is his relationship to his contemporaries, such as 




Khachaturian, such as Haro Stepanyan and Grigor Yeghiagzaryan. Each of these composers 
would benefit from a detailed study, and only after the details of those composers’ works 
has been explored could a comparative study be properly undertaken. 
Marina Frolova-Walker, in her exquisitely detailed Stalin’s Music Prize, created a 
compellingly-documented picture of the political and musical dynamics of the 1940s by 
tracking the workings of the Stalin Prize Committee through its minutes, kept in recently-
opened archives. There certainly exists historical evidence about Arutiunian’s music and 
career in the archives of the Stalin Prize Committee, Union of Soviet Composers, Union of 
Soviet Armenian Composers, and Armenian Philharmonic Orchestra, as well as other 
historical archives in the Soviet sphere. An exhaustive search of these archives could bring 
independent clarity into the events of the composer’s life and his influence on the musical 
life of Soviet Armenia. 
Lastly, it is evident to me as a performer that significant work remains to be done to 
introduce the music of Alexander Arutiunian and his Soviet Armenian contemporaries to 
Western audiences and musicians (with the exception of the Trumpet Concerto). A critical 
roadblock to any reassessment in this field is the absence of recordings and scores, without 
which this music is inaccessible. Over the past four years, I have arranged for my students 
and performed many of Arutiunian’s works and experienced firsthand the positive reaction 
his music generates in student performers and audiences alike. Establishing scholarly insight 
into these pieces is only the first step of a larger process. The work of bringing the music to 





It is a typical assumption among American musicians that an unknown Soviet 
composer must be a third-rate party apparatchik who toed the party line and churned out 
bland ideological posters in the form of music. This has been supported by Cold War-era 
Western commentators who “invited [their readers] to regard the USSR as a cultural 
wasteland fundamentally inimical to musical creativity.”545 I have encountered this initial 
attitude dozens of times in discussing this research. Far from fitting the stereotype, the 
picture which has emerged in this study suggests that Arutiunian was a brilliant and 
accomplished pianist whose published works reveal a skillful and inventive composer. 
Arutiunian successfully blended the accessible lyricism and clear formal structures of his 
native Armenian nationalist style with cosmopolitan international influences and packaged 
the result within a grand dramatic framework encouraged by the requirements of his era. 
Arutiunian’s output includes many finely-crafted works, inspired not only by the folk 
idioms of the Armenian people but the accomplishments of other early Armenian 
composers, the Soviet school of counterpoint, and the approaches of the leaders of Soviet 
music: Khachaturian, Prokofiev, and Shostakovich.  
Since the combination of these Cold War stereotypes and the absence of direct 
access to this music has led to a musical and scholarly void, Alexander Arutiunian and his 
music are overdue for a close examination. As Robert Schultz describes in his study of 
Khachaturian’s music, the confinement of non-dissident Soviet music to the symbolic 
                                               




‘ghetto’ of totalitarian art is starting to erode.546 In recent years Richard Taruskin has 
similarly argued for the reassessment of Russian and Soviet-sphere composers, who have 
previously been deemed second-class because of their nationalist style.547 As both a 
successful member of the Soviet establishment and as an Armenian nationalist, Arutiunian’s 
compositions face prejudice on both fronts. Yet, as Schultz and Taruskin suggest, 
contemporary musical and musicological attitudes about these frameworks are beginning to 
be reconsidered. Generations of trumpeters have already discovered through their direct 
(and relatively context-free) experience what these musicologists are starting to consider as 
a possibility: that nationalist music born within the totalitarian Soviet system have as much 
to offer to performers and audiences as the music of Arutiunian’s avant garde 
contemporaries in Western Europe. Indeed, Arutiunian’s Trumpet Concerto is far more 
frequently performed and widely acknowledged as significant than similar and relatively 
contemporary concerti by Western European composers such as Henri Tomasi, André 
Jolivet, Charles Chaynes.548 It is my hope that this study will provide a starting point for an 
unbiased consideration of Arutiunian’s music and contribute to the gradual reassessment of 
Soviet and Soviet Armenian music.  
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GLOSSARY OF PEOPLE  
Abovyan, Khachatur (Խաչատուր Աբովյան, 1809–1848). Prominent Armenian writer 
and poet. 
Alt’unyan, T’at’ul (Թաթուլ Ալթունյան, Татул Алтунян, 1901–1973). Director of the 
Armenian State Song-and-Dance Ensemble. 
At’ayan, Ṛobert (Ռոբերտ Աթայան, Роберт Атаян, 1915–1994). Armenian 
musicologist, editor of the complete works of Komitas, classmate of Alexander 
Arutiunian. 
Babajanyan, Arno (Առնո Բաբաջանյան, Арно Бабаджанян, 1921–1983). Armenian 
pianist and composer. Close friend and co-composer with Arutiunian, member of the 
‘Armenian mighty handful.’  
Babasyan, Olga (Օլգա Բաբասյան, Олга Бабасян, 1989–1969). Pianist and professor of 
Piano at the Yerevan State Conservatory. Arutiunian’s piano teacher throughout 1927–
1941. 
Barkhudaryan, Sargis (Սարգիս Բախուդարյան, Саркис [Сергей] бархударян, 1887–
1973). St. Petersburg-trained Armenian composer and leader of the Armenian school 
of composition during the 1910s and 1920s. Arutiunian’s teacher 1933–1937. 
Bellerman, Johann Gottfried Heinrich (1932–1903). German composer and music 
theorist. Teacher of Komitas 
Fleischer, Oskar (1856–1933). German musicologist with specialty in medieval and 
ancient music and notation. Professor at Friedrich Wilhelm Universität, 1895–1925. 
Teacher of Komitas. 
Friedländer, Max (1852–1934). German music editor, musicologist, and bass singer. 
Taught at Friedrich Wilhelm Universität starting in 1894. Emigrated to America in 
1911 and taught at Harvard University. Teacher of Komitas. 
Gayamov, Aleksandr (Александр Гаямов, 1902–1952). Soviet music critic and librettist. 
Translated the poems of Arutiunian’s Cantata About the Motherland into Russian. 
Gēvorg IV, Catholicos (Գէորգ Դ., 1812–1882). Catholicos of All Armenians after 1866, 




Gnessin, Mikhail (Михаил Гнесин, 1883–1957). Russian composer and teacher. Active 
in St. Petersburg until 1913, then in Rostov 1913–1923, and Moscow after 1923. 
During the latter period he taught at both the Gnessin Institute and Moscow 
Conservatory. 
Golovanov, Nicolai (Николай Голованов, 1891–1953). Prominent Russian conductor, 
pianist, and composer. Taught at the Moscow Conservatory and led numerous 
orchestras including the Bolshoi Theater orchestra, Moscow Philharmonic, All-Union 
Radio Orchestra, and Stanislavski Opera Theater.  
Igumnov, Konstantin (Константин Игумнов, 1873–1948). Prominent Russian pianist 
and creator of a large school of Russian piano playing. Taught at Moscow Conservatory, 
1899–1948. Taught Arutiunian and others in Yerevan for one year during wartime 
evacuations, 1942–43. 
Ippolitov-Ivanov, Mikhail (Михаил Ипполитов-Иванов, 1859–1935). Prominent 
Russian composer and teacher. Head of the Tiflis Music Society and school starting in 
1882, professor at the Moscow Conservatory 1893–1924. Teacher at the Tbilisi 
Conservatory 1924–1925. 
Jivani, Ashugh [né Serob Levonian] (Ջիվանի, 1846–1909). Prolific nineteenth-century 
Armenian ashugh, active mostly in Gyumri. 
Johansen, Yuli (Юлий Иогансен, 1826–1904). Danish pianist, composer and teacher. 
Taught at the St. Petersburg Conservatory starting in 1866 and served as teacher to 
Rimsky-Korsakov, Lyadov, and Makar Yekmalyan. 
K’ushnaryan [Kushnarev, Kushnaryov], K’ristap’or [Kristofor] (Քրիստափոր 
Քուշնարյան, Христофор Кушнарёв, 1890– 1960). Armenian theorist, composer, and 
musicologist. Professor at the Leningrad [St. Petersburg] conservatory and after 1944, 
the Yerevan Conservatory and Armenian Academy of Sciences. 
Kabalevsky, Dmitri (Дмитрий Кабалевский, 1904–1987). Russian composer and leading 
figure in the Soviet musical establishment. 
Kalafati, Vasily (Василий Калафати, 1869–1942). Russian composer, student of 
Rimsky-Korsakov at the St. Petersburg Conservatory, and teacher of Stravinsky and 
Scriabin at the same institution. Also taught Ṛomanos Melik’yan and Sargis 
Barkhudaryan. 
Kara-Murza, K’ristap’or [né Khachatur] (Քրիստափոր [né Խաչատուր] Վարա-
Մուրզա, Христофор Кара-Мурэа, 1853–1902). Composer and pioneer of Armenian 




Khachaturian, Aram (Արամ Խաչատրյան, Арам Хачатурян, 1920–1978). Leading 
Armenian composer of the twentieth century. 
Khrapchenko, Mikhail (Михаил Храпченко, 1909–1986). Soviet literary critic and 
specialist in the history and theory of literature. Chairman of the Arts section of the 
Stalin Prize Committee until 1948. 
Khrennikov, Tikkon (Тихон Хренников, 1913–2007). Soviet composer, pianist, and 
head of the Union of Soviet Composers after 1948. 
Khudoyan, Adam (Ադամ Խուդոյան, Адам Худоян, 1921–2000). Armenian composer, 
and colleague with Arutiunian in the ‘Armenian mighty handful.’ Director of the 
composer’s house, secretary of the Union of Armenian Composers. 
Klenovsky, Nicholaĭ [Nicholas] (Николай Кленовский,1853–1915). Russian conductor, 
composer, and collector of Georgian folk songs. Directed the Bolshoi Theater orchestra 
1883–1893, director of the Tbilisi Conservatory starting in 1893. Taught Alexander 
Spendiaryan. 
Komitas [né Soghomon Soghomonyan] (Կոմիտաս, 1869–1935). Ordained Armenian 
monk, ethnomusicologist, composer, conductor, and scholar of Armenian musical 
theory. Revered as the father of Armenian music. 
Litinsky, Genrikh [Heinrich] (Генрих Литинский, 1901–1985). Soviet composer and 
teacher of composition and counterpoint. Teacher at Moscow Conservatory 1928–
1943. Taught Arutiunian and fellow Armenians at the house of culture 1946–1948. 
Mansurian, Tigran (Տիգրան Մանսուրյան, Тигран Мансурян, b. 1939). Modernist 
Armenian composer, active and successful into the twenty-first century. 
Mazel, Lev (1907–2000). Russian music theorist and teacher at the Moscow Conservatory, 
1931–1967, one of the founders of holistic analysis. 
Melik’yan, Ṛomanos (Ռոմանոս Մելիքյան, Романос Меликян, 1883–1935). Armenian 
composer and pedagogue. Founded the Yerevan State Conservatory and first 
director of the Yerevan Opera. 
Melik’yan, Spiridon (Սպիրիդոն Մելիքյան, 1880–1933). Musicologist, composer, 
conductor. Student of Komitas at the Gēvorgyan Jemaran.  
Mesiayan, Haykaz (Հայկազ Մեսիայան, Айказ Месиаян, 1917–2004). Trumpeter. 
Studied with Tabakov and performed with the Bolshoi Theater Orchestra until 1947. 
Premiere performer of Arutiunian’s Trumpet Concerto. Principal trumpet of APO and 




Mirzoyan, Ēdvard (Էդվարդ Միրզոյան, Эдвард Мирзоян, 1921– 2012). Armenian 
composer. Fellow member with Arutiunian of the ‘Armenian mighty handful.’  
Morgenthau, Henry Sr. (1856–1946). American businessman, lawyer, and United States 
Ambassador to the Ottoman Empire, 1913–1916. Helped document the Armenian 
Genocide. 
Morguchaya Kuchka. Literally “mighty little bunch”: Nicolai Rimsky-Korsakov, Modest 
Mussorgsky, Cesar Cui, Aleksandr Borodin, and Mily Balakirev. Most active in St. 
Petersburg between 1860–1880. 
Myaskovsky, Nikolai (Николай Мясковский, 1881–1950). Prominent Russian composer 
and teacher. Awarded the Stalin Prize five times. Teacher of Khachaturian at the 
Moscow Conservatory. 
Orbelyan, Konstantin, Sr. (Կոնստանտին Օրբելյան, Константин Орбелян, 1928–
2014). Pianist, composer, and leader of the Armenian State Variety Orchestra for many 
years, starting in the 1950s. Co-composed film score to “The Heart Sings” with 
Arutiunian. 
Rimsky-Korsakov, Nikolai (Николай Римский-Корсаков, 1844–1908). Russian 
composer, teacher, and member of the Kuchka. Leader of the movement of Russian 
music and long-time teacher at the St. Petersburg Conservatory. Teacher to Alexander 
Spendiaryan. 
Sarajev, Konstantine (Կոնստանտին Սարաջև, Константин Сараджев, 1877–1954). 
Armenian conductor and violinist. Taught at the Moscow Conservatory and later 
Yerevan Conservatory. Director of the Armenian Philharmonic and Yerevan Opera 
after 1935. Mentor to Arutiunian. 
Sarmen, nee Armenak Sargsyan (Սարմեն, Сармен, 1901–1984). 
Soviet Armenian poet, composer of many texts set by Soviet Armenian composers. 
Saryan, Ghazaros [Lazar’] (Ղազարոս Սարյան, Лазарь Сарьян, 1920–1998). 
Armenian composer and teacher. Member of the ‘Armenian mighty handful’ with 
Arutiunian. Director of the Yerevan Conservatory 1960–1986. Teacher of Tigran 
Mansurian.  
Saryan, Martiros (Մարտիրոս Սարյան, Мартирос Сарьян, 1880–1972). Armenian 





Sayat’-Nova, [né Harut’yun Sayadyan] (Սայաթ-Նովա, Саят-нова, c. 1712–1795). Most 
famous Armenian ashugh. Lived in Tbilisi and composed in Armenian, Georgian, and 
Azeri languages. 
Solov’yёv, Nikolaĭ (Николай Соловьёв, 1846–1916). Russian composer, music critic, 
and teacher. Teacher at the St. Petersburg Conservatory, 1874–1909. Students include 
Makar Yekmalyan. 
Spendiaryan [Spendiarov], Alexander [Aleksandr] (Ալեքսանդր Սպենդիարյան, 
Александр Спендиаров, 1871–1928). 
Stasov, Vladimir (Владимир Стасов, 1824–1906). Noted Russian music critic. Together 
with the Kuchka advanced and promoted the idea of Russian music. 
Steinberg, Maximilian (Максимилиан Штейнберг, 1883–1946). Russian composer. 
Taught at the St. Petersburg conservatory, teacher of Shostakovich, Ṛomanos 
Melik’yan, and Sargis Barkhudaryan. 
T’amanyan, Alexander (Ալեքսանդր Թամանյան, 1878–1936). Armenian architect. 
Designed the Yerevan opera house and the central Republic square. 
T’ashjian, Nikoghos (Նիկողոս Թաշչյան, Никогос Ташчян, 1841–1885). Armenian 
composer, musicologist, and teacher. Active in Armenian musical circles in 
Constantinople in the 1860s. Invited to Etchmiadzin in 1871 and charged with 
transcribing the sacred melodies. Teacher of Yekmalyan. Returned to Constantinople in 
the 1880s.  
T’umanyan, Hovhaness (Հովհաննես Թումանյան, 1869–1923). Armenian poet, writer, 
translator, and literary critic. Host of influential literary salon in Tbilisi 1899–1908. His 
poems are the basis of early Armenian operas Anush by Armen Tigranyan and Almast 
by Alexander Spendiaryan. 
Talyan, Vardges (Վարդգես Տալյան, Вардкес Талян, 1896–1947). Armenian composer, 
teacher, and son of Ashugh Sheram [Grikor Talyan]. Studied with Barkhudaryan in 
Tbilisi 1924–1926, taught at Tbilisi Music College 1927–1934, Yerevan Conservatory, 
1934–1947. A primary composition teacher of Arutiunian. 
Taneyev, Sergei (Сергей Танеев, 1856–1915). Russian composer, pianist, teacher, and 
theorist. Taught harmony at the Moscow Conservatory, 1878–1905. Influential teacher 
of many, including Scriabin, Glière, Medtner, and Rachmaninoff.  
Tchouhadjian [Chukhajyan], Dikran [Tigran] (Տիգրան Չուխաջյան, Тигран Чухаджян, 




starting in 1869. Studied in Italy and composed first opera on an Armenian subject, 
Arshak II (1868) in an Italian style. 
Tigranyan, Armen (Արմեն Տիգրանյան, Армен Тиганян, 1879–1950). Armenian 
composer based in Gyumri. Composed first Armenian opera, Anush in 1912. 
Tigranyan, Nikoghayos (Նիկողայոս Տիգրանյան, Никогос Тиганян, 1856–1951). 
Armenian composer and pianist. Blind from birth, studied in Vienna. Compositions 
largely for piano are based mugham practice. 
Tyulin, Yuri (Юрий Тюлин, 1893–1978). Soviet musicologist, theorist, and composer. 
Taught at the Leningrad [St. Petersburg] conservatory 1925–1967 and later the Moscow 
Conservatory. 
Vardazaryan, Zolak (Ցուակ Վարդազարյան, 1910–1944). Trumpeter. Student of 
Tabakov in Moscow, 1932–1936, and principal trumpet of the Armenian Philharmonic, 
1937–1944. Died in an untimely car accident. 
Vasilenko, Sergei (Сергей Василенко, 1872–1956). Russian composer and teacher. 
Professor at the Moscow Conservatory and teacher of Khachaturian.  
Vitols, Josep (Jāzeps Vītols, Джозеп Витолс, 1863–1948). Latvian composer and music 
critic. Teacher of Myaskovsky and Lyadov at the St. Petersburg Conservatory.  
Yekmalyan [Ekmalian], Makar (Մակար Եկմալյան, Макар Екмалян, 1856–1905). 
Armenian composer and teacher. Taught at the Nersessian School in Tbilisi and 
composed the most widely accepted harmonization of the Armenian mass. 
Zhdanov, Andrei (Андрей Жданов, 1896–1948). Soviet communist party leader and 
ideologue. Considered to be a successor to Stalin prior to his death. Famous for leading 
the ideological purge in the arts, 1946–1948. 
Zhitomirsky, Aleksandr (Александр Житомирский, 1881–1937). Russian composer, 
conductor, and teacher. Student of Rimsky-Korsakov, Glazunov, and Lyadov. Teacher 
to K’ristap’or K’ushnaryan and Alexander Veprik. 
Zukermann, Viktor (Виктор Цуккерман, 1903–1988). Soviet musicologist, theorist, and 
professor at the Moscow Conservatory. Teacher of Arutiunian during the House of 





DISCOGRAPHY OF ALEXANDER ARUTIUNIAN 
Citations in this discography below use the following format: 
Performers. Release Title. Record label and catalog number, year of release. Format. 
Recordings in this discography have been directly examined when possible. When 
not available, information from the sources below has been compiled, transliterated, and 
cross-checked. Third-party sources do not consistently give full citations (including the 
discography in Arutiunian’s own Memoirs). 
The idiosyncrasies of the catalog of the Soviet state recording agency, Melodiya, 
deserve description. Melodiya changed names several times before the 1960s, but I have 
simply cited it as Melodiya in each case. Throughout the name changes, Melodiya 
maintained a unified catalog numbering, prefixed with either D- or S-/SM-.549 These 
prefixes designate two sequential catalogs, D- for mono recordings and S- for stereo (SM- 
for stereo/mono compatible is part of the S- catalog). Additional numbers before or after 
the letter designation and main number give metadata about disc speed, the category of the 
content, and physical size: e.g. 33D- prefix represents 33 RPM or -S10 postfix indicates a 
“serious” musical work on a 30-centimeter LP. Each side of an LP record receives its own 
unique catalog number in either the D- or S- catalog, which are usually sequential (i.e. D-
27221 for the front side and D-27222 for the back). When possible, the catalog number for 
                                               
549 In the original Cyrillic publication these are denoted with Д- or C-/CM-. While English-language 
sources correctly transliterate Д to D, some fail to transliterate the Cyrillic C to Roman S. These 




the specific side of the record upon which a work appears is given. When not possible to 
determine, or when a work is spread across both sides, both are given (i.e. D-27221/22). 
Since Melodiya LP releases do not print a date of publication information on the on 
the disc or cover, sources frequently present conflicting information. For consistency, I have 
used Semeonoff and Zhelenzny’s authoritative list of Melodiya catalog numbers by release 
year to resolve all disputes. All Melodiya dates refer to the year of first publication. 
 
Sources for this discography: 
Arutiunian, Alexander. Discography in Vospominaniya [Memoirs], 149-156. Yerevan: 
Amrots, 2000. 
Bennett, John R. Melodiya: A Soviet Russian L.P. Discography. Westport, CT: Greenwood 
Press, 1981.  
Discography at Dokshizer.com. Accessed 07 July 2016. 
http://www.dokshizer.com/ecd.html.  
Discogs.com. Created by Kevin Lewandowski. Accessed 07 July 2016. 
https://www.discogs.com.  
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Nana Ou-Yang [cello], Chang Tien Lin [piano]. Nana 15. Universal 4812408, 2015. 
CD+DVD. 
Dance for Violin (1947) 
Vahan Mokatsyan [violin], M. Zakarian [piano]. Winners of the 1st Transcaucasian 
Competition of performing musicians (Armenia). Melodiya D-7413, 1961. LP.563 
Concert Scherzo (1955) 
Dražen Habuš [trumpet], Zlata Eterović [piano]. Završni Koncert XIX Natjecanja Učenika I 
Studenata Muzike SR Hrvatske [The final concert of the XIX Competition of students 
of music SR Croatian, Croatian Music Institute, 26 March 1983]). Jugoton LSY-
66191, 1983. LP.564 
Timofei Dokshizer [trumpet], Sergei Solodovnik [piano]. Scherzo Virtuoso. Marcophon CD 
914-2, 1991. CD. 
James Watson [trumpet], The Black Dyke Mills Band, Roger Harvey. James Watson. Doy 
CD036, 1994. CD. 
William Picher [trumpet], Michelle Rego Reatini [piano]. Te Deum. Stemik 5637432525, 
2003. CD 
Junko Harjanne [trumpet], Kari Hanninen [piano]. Slavonic Fantasy. Finlandia 
825646076260. CD. 
Alexei Tokarev [trumpet], Mayuko Iguchi [piano]. Arutiunian Trumpet Concerto. Meister 
Music MM1134, 2009. CD 
Romain Leleu [trumpet], Julien Lepape [piano]. Slavic Spirit. Imports 911385, 2010. CD. 
                                               
561 Ibid. 
562 Both Arutiunian and https://www.discogs.com/release/5011562. 
563 https://www.discogs.com/release/7943057.  
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Armenian State Philharmonic, Mikhail Maluntsian. A. Arutiunian: Symfoniya Do Minor. 
Moscow: Melodiya D04664/65. 1958. LP. 
                                               
570 Movements 1,2 only. 
571 Clearly a re-issue of a Soviet-era recording. Original recording citation has not been located. Possibly 
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